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AMPLIFY IS AN EXCLUSIVE ONLINE SOCIAL NETWORK JUST FOR NAfME MEMBERS.

• Discuss and Share – Younger educators can find ideas and share what they have 
learned. Experienced educators can mentor colleagues new to the profession. Plus, 
download resources relevant to your career—all in one platform.

• Network with Educators – Wherever you are, you can reach out to colleagues in other 
states and countries. Search a directory of your fellow 60,000 members.

 HOW TO GET STARTED:

• Go to community.nafme.org.
• Edit your profile using your NAfME.org member username and personal password.
• Control what is visible on your profile.
• Join/subscribe to communities of your choice – you will automatically be enrolled in 

Music Educator Central.
• Control the frequency and format of email notifications from Amplify.

 Visit Amplify’s FAQ section: bit.ly/AmplifyFAQ (case-sensitive).

 Reach Member Services at: 800-336-3768 or memberservices@nafme.org.

 Bookmark Amplify on your browser: community.nafme.org.

AMPLIFY
JOIN THE LARGEST COMMUNITY

OF MUSIC EDUCATORS IN THE COUNTRY!
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Dear SCMEA Colleagues,

On behalf of SCMEA, I’d like to wel-
come you to the 2022-23 school year!  
I hope each of you has had a wonder-
ful start to the new year and that things 
are beginning to settle in just a bit.  It’s 
very easy to get caught up in the stress 
of a new school year, but I encourage 
you to be sure to take time for yourself.  
Find time each day to step back, let it 
go and find the good, even if just for a 
moment.  You will feel better and your 
students will benefit as well!  Always 
keep your “why” as your anchor and 
allow yourself to focus on the positive.  
YOU make a difference to many, many 
more students than you realize and they 
deserve the best YOU possible!

HAPPY 75TH BIRTHDAY SCMEA!  
Yes, 2022-23 will be the 75th Anniver-
sary for SCMEA and the board has 
been working diligently making plans 
so that the 2023 Professional Develop-
ment Conference is our best yet!  Some 
things to look forward to:  New and 
improved conference app, dedicated 
exhibit times, and a 75th Anniversary 
celebration that will kick-off on Thurs-
day afternoon with a performance by 

The 2022 NAfME National Conference is the premier national event fostering and facilitating 
collaboration between music education practitioners, researchers, and program leaders across 
the spectrum of PreK–12 and higher education. The 2022 conference combines three NAfME 
events: the NAfME Biennial Music Research and Teacher Education Conference, the NAfME 
National PreK–12 Conference, and the NAfME All-National Honor Ensembles.

The theme of the 2022 NAfME Conference is NAfME is ME!. NAfME is Music Education, a vibrant 
diverse community of music educators. NAfME is ME! is the unique, valuable contributions, 
perspectives, and participation that all NAfME members embody every day at the local, state, and 
national level.

Make your plans now to attend the 2022 NAfME National Conference—back in person this fall! 
Register today: bit.ly/NAfME2022

#NAfME2022 | memberservices@nafme.org | 800-336-3768

2022

National Capital Area

NOVEMBER 2-6

NATIONAL CONFERENCE

National Association for Music Education

NAfME is ME!
VOCTAVE!  More details and specifics 
will be shared in the coming months, 
but we hope everyone will make plans 
to attend February 2-4 at the Columbia 
Metropolitan Convention Center!

In addition to planning our 75th An-
niversary conference, we have been 
working for the past several years on 
updating and cleaning up the SCMEA 
By-Laws.  Later this fall we will be send-
ing out the proposed updates to the 
membership for approval.  Please make 
sure that you review these updates when 
receive them and record your vote.

I look forward to working with each 
of you to make the SCMEA a positive 
force in providing superior education-
al opportunities for all music students 
in South Carolina. Please be sure to 
check our website www.scmea.net for 
all the latest updates and information.  
THANK YOU to Ryan Tinker for all of 
his work updating our website!   I wish 
you a wonderful school year and please 
remember that the South Carolina 
Music Educators Association and our 
board is here for you!

Editor’s Note
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Dear readers,

I would like to take a moment and 
introduce myself as the new editor of 
the SC Musician. I am a band director 
at Gregg Middle School in Summer-
ville, SC. I would like to thank our 
previous editor, Dr. Susie Lalama, for 
her support and assistance as I begin 
this role. I hope to follow in her foot-
steps supplying quality work and con-
tinuing to grow the magazine. I plan 
to continue to bring fresh perspec-
tive and new ideas to the magazine. I 
look forward to adding new columns 

to the magazine similar to the String 
Review geared toward other divi-
sions. I would like to serve and reach 
each division of SCMEA to the best 
of my ability. Please reach out to me if 
you have an article you would be in-
terested in publishing or if you would 
like to advertise with us! Please send 
articles and inquiries to jake.henjes@
scmea.net. I look forward to serving 
in this role!

Joe Gulledge
SCMEA President

Jake Henjes
SC Musician Editor

President’s Message
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Greetings, 

I hope everyone is 
having a good start 
to their school year. 
May it be a year filled 
with meaningful les-
sons of great learning 
and teaching for you 
and your students! 
	 The 2022 Fall 
Piano Festival will be 
held in the late fall of 
this year. Since this is our first in-person festival since early 
2020, festival sites and dates are forthcoming. For the most up 
to date information, please check the SCMEA website calen-
dar page and the SCMEA Piano Division Facebook page. Our 
festival is for every student from beginning through advanced 
levels of study. There are no repertoire, scale, or memory re-
quirements. The goal of the Piano Festival is to provide a posi-
tive performance experience for the student and their teacher. 
I know that my students have had a wonderful and meaningful 
experience preparing their pieces and recordings for the past 
several years. The festival includes solo and ensemble perfor-
mances. Piano Festival judges will choose a selected number 
of students, based on musicality and preparedness from ele-
mentary, intermediate and advanced levels of study, to perform 
in the Piano Division Student Honors Recital and in the Mas-
ter Class. Each student receives comments with a grade and 
a certificate of participation. The deadline for registration is 
October 1st,  which allows time to schedule auditions and con-
tact teachers. If you have any questions please contact Mr. Tim 
Thompson, Festival Chair.
	 At the 2022 SCMEA Professional Development Con-
ference in February, the piano division will host events such as 
the student honors Recital, a session involving group teaching 
pedagogy, and a piano master class with Dr. Sara Ernst from 
the University of South Carolina.
The piano division board and myself are trying to get in contact 
with as many piano teachers across the state as possible. If you 
are currently teaching piano, whether it is your specialty or not, 
please let me know! We would love to support you and your 
group piano classes in any way that we can. We hope to see you 
at the professional development conference in February 2023.

Greetings, colleagues, and welcome back to another year of hope and determination. In the higher 
education division, our work in music teacher preparation is ever more vital this academic year. Music 
positions in South Carolina and across the nation have gone unfilled this fall, a serious circumstance 
infecting all subject areas. Reality suggests that we in the music education enterprise must “blow our 
own horns” ever stronger to inform and advocate for the crucial place of music in our schools. 

Advocacy done well has many tentacles. In my opinion, all of us must make certain that we are going 
beyond our own “echo chambers” of support, striving to reach new levels of impact. Primary and sec-
ondary school educators should feel free to call on all of us for advocacy help, whether that be through 
dialogue, position statements, or even phone calls on behalf of music programs’ efforts!

For sure, one facet of our collective struggle continues to be the “reach” of music education’s work in 
secondary schools, where any number of scheduling hurdles and competing interests (AP and du-
al-enrollment courses, for example) are making it all the more difficult to attract and retain students in 
music.  In a status report on secondary school scheduling paradigms compiled for this issue of SC Mu-
sician, I encourage continued, collective conversations with the goal of increasing secondary student 
participation rates.  Each of us has a role to play, it seems to me, in advocating beyond our individual 
programs for the common good of all music offerings in our schools. 

Not directly addressed in that status survey, one school calendar structure that appears to be surging 
in popularity is the “year-round school” concept, where the summer pause is shorter in exchange for 
longer breaks in fall and spring.  This will be another arena where shared adaptive strategies will be a 
welcome discussion for K-12 music educators. 

Whether it be calendar proposals, or other scheduling paradigms which are under discussion in one’s 
district, music educators should stay tuned in to such proposals and claim their seat at the discussion 
tables.  The adage “the only constant in Education is change” suggests that we have ongoing opportu-
nities to contribute to those conversations in our local districts. While an individual’s preferences may 
not always prevail, participation in those discussions can strengthen collaborative connections.  And, 
adopting the outlook that every single calendar scenario still provides 
many opportunities is a healthy way to keep our hope flame burning 
brightly.  

Already looking forward to the SCMEA 2023 conference, the higher 
education division’s clinic sponsorships will focus on topics of access, 
i.e. “broadening the participation net.” I hope all will plan now to at-
tend February 2 – 4, 2023 in Columbia!  In the meantime, here’s wish-
ing you good health and fulfillment in your important work this fall.

Chuck Deen, President Hunter Cox, President Patrick Casey, President

BAND PIANO
Directors,
	 I hope that this 
finds you healthy and ready 
for a successful year with 
your programs!  I’d like to 
welcome you to the South 
Carolina Band Directors 
Association and all of the 
great opportunities that are 
offered for instrumentalists 
and directors in our state.  
It’s an honor to serve as 
president of SCBDA and to work with you, our directors, to 
promote instrumental music education and create positive 
impacts on our students.  I encourage you to reach out to 
our committee chairs and myself if and when you need as-
sistance or have questions regarding SCBDA policy.
	 Our Annual Fall Meeting will be held on Saturday, 
September 10, 2022 at River Bluff High School.  Valuable 
information and ideas are shared at all meetings.  Your pres-
ence at the committee meetings and general meeting is a 
way for your voice to be heard.  It is our goal to serve the 
directors and instrumentalists of SCBDA, and create a wel-
coming environment for all.   More information about our 
schedule will be coming out soon. 
	 The 2021 - 2022 school year presented many chal-
lenges and I hope that the 2022-2023 school year will begin 
a healing process not only for ourselves and students, but for 
our schools and communities.  You have diligently worked 
to save band for your students and communities. In many 
ways, these challenges have created extreme panic and fa-
tigue.  Moving forward, 2022 was the 85th Anniversary of 
the South Carolina Band Directors Association, and 2023 is 
the 75th Anniversary of the South Carolina Music Educa-
tors Association!  There are many great events in the plan-
ning stages for all instrumentalists and directors to enjoy.  
We will also take many opportunities to reflect and show 
our gratitude to those who have led the way.  I am so thank-
ful for growing up in South Carolina and participating in 
SCBDA events as a student and now as your president.

Please reach out if I can be of any assistance or reassurance 
to you.  See you all at our Annual Fall Meeting on September 
10th!

HIGHER EDUCATION
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Denise Thomas, President Benjamin Broughton, President

ELEMENTARY GUITAR

Erik Hines, President

I hope that you are 
well as you read this. I 
also hope that you had 
a fruitful and restful 
summer… did it seem 
to fly by for anyone else? 
Anyway, it is a great year 
for guitar in our state, 
and we are very excited 
for this upcoming school 
year and I hope you are 
as well! 
As a division we have 
planned our 2022-23 
season similar to previ-

ous years as far as live events, performances, and conference 
sessions. We will have All State Guitar auditions on Novem-
ber 12th 2022. This year’s audition again will be done by 
video submission. Details about audition requirements will 
be posted to our website in September. The 2022-23 SCMEA 
All-State Guitar Ensemble is scheduled to be the headlining 
performance at Guitarfest in May 2023. 
We are in talks again with The Virtual Guitar Orchestra who 
along with The Augustine String Company and the Augustine 
Foundation has generously produced video performances 
featuring our All State Guitar Ensembles for the last two years, 
to again feature our All-State Guitar Ensemble in a video per-
formance. This is part of an ongoing effort to document and 
showcase All State Guitar Ensembles from across the country 
and help advocate for classroom guitar nation-wide. We are 
honored again to be one of the states considered to be part 
of this project. We are also excited that the co-founder of the 
Virtual Guitar Orchestra Mak Grgic will be among our ranks 
as he joins the faculty at the Uof SC School of Music. We want 
to welcome you and your family to this great state and look 
forward to continuing to work with you and your team at 
VGO! 
We are continually trying to update our membership and to 
get in contact with as many guitar teachers from across the 
state. If you are interested in teaching guitar, or have been 
teaching guitar, as our Piano Division brothers and sisters 
say: “whether it is your specialty or not, please let us know!” I 
hope you all have a great start to your year and we look 
forward to seeing you at the conference in February!

Welcome back everyone!  I can’t believe as I write this we are 
only a few weeks from getting back into the swing of things.  I 
hope everyone had a wonderful summer and you are rested, 
recharged and ready to start 2022-2023! I had the opportu-
nity to attend CLIA (Curriculum Institute In the Arts) this 
summer.  During this week I grew as a teacher by developing 
and teaching complex standards-based lesson plans with 
embedded assessment and studying models of best instruc-
tional practice, and as a Leader both in my District and as 
your President, by working with colleges in the arts discipline, 
studying arts education support strategies; and  developing a 
multi-arts professional network. If you have never heard of or 
participated in this summer Professional Development class, I 
highly suggest you check it out as well as the other classes that 
the SCDE Summer Arts Institutes Professional Learning Op-
portunities.  Also if you are looking for a terrific read for your 
last few weeks before schools starts, may I suggest “Steal Like 
An Artist - 10 things nobody told you about being creative” 
by Austin Kleon.  Kleon’s 10 transformative principles will get 
your creative juices flowing and inspire you to look beyond 
what you do from day to day in the classroom to all you can 
be as an Educator and an Artist!

As you get ready to think about the year, I hope you will 
consider attending SCMEA 2023.  It is our 75th Anniversary 
and we have begun to plan many fabulous Clinicians for you, 
one is Katie Grace Miller, her fantastic resources including, 
“Beginners at the Bars” and “Awesome Books with Musical 
Hooks” are 2 of my personal favorites! Honor Choir will be 
back this year as well, many details will be coming!

Lastly, be sure to join us on September 11th for our Fall work-
shop.  We will introduce our fantastic new treasurer Belinda 
Morse!  We are so excited to have her aboard, Welcome Belin-
da!  Look for an email from Leadership in the next few weeks 

with all the details!  For now, 
enjoy the last few weeks 
before the 2022-2023 school 
year begins!

Please don’t hesitate to reach 
out to me at 
denise.thomas@scmea.net

ORCHESTRA
Hello everyone and welcome back to another year with the 
SCMEA Orchestra Division.

I am still honored and privileged to have the opportunity to 
serve this outstanding division in South Carolina. I
will finish serving in this role to the best of my abilities this 
coming year.

I would also like to extend a sincere thank you to our now 
retired Executive Director Sharon Doyle, whose leadership and 
guidance have been invaluable to the Orchestra Division and all 
Music Educators throughout South Carolina. We welcome Su-
san Wines (Wade Hampton HS) as our new Executive Director 
and look forward to working with her to continue the growth 
and development of our organization.

We are very excited as an organization to have successfully 
implemented the Outstanding Performance Award for the 
Orchestra Division this past year. We are very proud to have 26 
of our programs who earned this great accolade. Earning this 
award was an accumulation of points for participation in all 
SCMEA sponsored events.

We are in the process of scheduling events for the upcom-
ing scholastic calendar year, which will include live events in 
each of our 5 regions throughout the state. Our organization 
has been so thankful to have had these opportunities for our 
students over the past 2 years. Our diligent chairpersons are 
always working hard to prepare these events to be as successful 
and still be as safe as possible for all involved. All events will be 
posted on the SCMEA website under the Orchestra Division, 
as well as the main calendar page. Please update your member-
ship information so that we can help you stay up to date. Please 
check your emails daily as our Region Representatives have 
been doing an outstanding job at keeping everyone informed.

Our organization has 
persevered and continues 
to grow. The obstacles we 
faced as individuals and ed-
ucators have made us more 
determined and motivated 
to strive for success in the 
upcoming school year. Our 
students will be stepping 
through the door on Day 1 
ready to learn whether we 

CHORAL
Dear Choral Colleagues,
I hope that everyone had a 
renewing and restful sum-
mer! Choral Arts Seminar 
is on for this year! It will be 
held at the Uof SC School of 
Music on Friday September 
9th and Saturday, Septem-
ber 10th. Soon, the regis-
tration link will be available 
for this event. Please come 
and invite your friends who 
teach in your district for 
what I know will be a great time of inspiration. As you 
know, I have said multiple times that my “claim to fame” 
will be a new website for our Choral Division members! 
I am happy to report that Joshua Wald, Director of Cho-
ral Activities at West Ashley High School along with 
Ryan Tinker have designed a website that will be more 
user friendly for all. The plan is for the website to launch 
mid-August.
 
Our February In-Service Conference is packed with 
wonderful sessions and performances! Featured choral 
ensembles for this conference include: The University of 
South Carolina’s University Choir, Fort Dorchester High 
School Patriot Singers, and Rollings Middle School of the 
Arts Vocal Core. We will have a myriad of in and out of 
state clinicians and presenters for our division. I wish you 
all a fruitful fall semester of teaching and music making!

David Richardson, President

are prepared or not. I encourage everyone to prepare them-
selves both physically and mentally for the upcoming school 
year. Do not feel that you are alone during the year. Reach out 
to those around you who have more experience and do not 
be afraid to ask them the difficult questions. There are many 
issues educators face in which experience can be the simple, yet 
saving grace. Allow yourself as an educator to be human, and 
remind yourself daily (if necessary) that you may be the only 
bright spot in a child’s day. Approach each day with an oppor-
tunity to teach something new to your students and an equal 
opportunity to learn something new for yourself.

Have yet another safe, healthy, and rewarding school year. 
Thank you for all you do to advance music education in the 
state of South Carolina.
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to look like at the end of the year? What do my students 
and I need to do to make that happen? 
	 When visualizing my ideal classroom, I looked at 
the examples of veteran teachers I wanted to be like, and 
adapted their classroom models to fit my personality and 
school culture. I had to know myself well because some 
classroom models worked best only because they fit the 
teacher’s personality. As a petite Asian woman, I knew 
I wasn’t going to intimidate high school students by my 
height or bodily presence like a football coach. I knew I 
could easily be mistaken as a student, so I had to dress 
a level above them. I naturally have a soft-spoken voice, 
so I didn’t want to wear my voice out by using volume 
as a management tool. When voicing these insecurities 
to previous mentor teachers in college, I was constantly 
given the advice that I needed to be authentically my-
self and just follow through. Students intrinsically need 
structure, so I had to be consistent so they could rely on 
my word. For example, in rehearsal, I try to say “anoth-
er time” rather than “one last time,” to give myself the 
flexibility to play a section over again without a student 
calling me out for lying to the orchestra. Little consis-
tencies like that are oddly important to students and are 
ways to help build the trust between you and them. 
	 After getting a general idea of what I wanted my 
classroom to look like, I considered what I wanted my 
students to be responsible for, to minimize the work that 
was not necessary for me to do. As a recovering perfec-
tionist, there was a time I never delegated tasks because 
I did not trust others to do 
the job to my exacting stan-
dards. A better way to train 
students to be independent 
learners is to give them 
responsibility and hold them 
accountable for that. I am 
actually robbing them of a 
healthy life experience with 
an unnecessary need for 
absolute control. I can focus 
more on teaching when I 
don’t have to do tasks the 
students can do themselves. 
Example: Students getting 
their instruments out before 
class starts and self-tuning 
without having to be re-
minded. You waste so much 
class time when you con-
stantly have to corral your 

	 A Merry-achi Christmas, a piece arranged by 
Bob Phillips and John Nieto is an engaging grade 
2 piece for your students that will support ensem-
ble rhythmic growth through syncopation, dotted 
rhythm patterns, and changing meters. This piece 
will add a vibrant cultural element  to your winter 
concert through the incorporation of three festive 
Mexican tunes.  The Highland/Etling score de-
scribes each movement as follows: “The first piece, 
Campana Sobre Campana, carries the meaning of 
multiple bells ringing to celebrate and announce 
Christ’s birth…..The second piece, Esta Noche Es 
Noche Buena, says ‘Tonight is Christmas Eve’ - a 
night when even the stars are more brilliant.  The 
piñata is used in many celebrations in Mexico, and 
the final tune, Ȧndale Juana is a song that is sung 
while the piñata is being broken during Christmas 
festivities.”

 	 Opening in the key of D Major, Campana 
Sobre Campana progresses in a meter of two with 
a festive violin melody performed over syncopated 
rhythms in the viola/cello section. This portion of  
the music will reinforce E-string notes  and dotted 
quarter note rhythms for both first and second vio-
lins.  It provides an excellent opportunity to devel-
op skills in appropriate ensemble balance as the 
melody transitions back and forth between upper 
and lower strings.  Even your bass players get the 
melody on this piece!  The traditional First Noel 
melody acts as a bridge to Esta Noche Es Noche 
Buena. This excerpt commences in a slower me-
ter of three with an enchanting viola/cello melody 
which can be used as an excellent opportunity to 
teach musicianship through four-bar phrases. The 
transition to the third melody in ms. 74 - 90  teach-
es controlled bow speed through slurred and tied 
bowing patterns as it moves to the key of G-Major 
for the final tune.  The third lively excerpt, Ǻndale 
Juana  is performed in a meter of three. Although 
it could be conducted in a fast three, conducting 
in a pattern of one gives students the opportunity 
to subdivide to a less familiar conducting pattern.  
You may also use this excerpt to reinforce the use 
of 4th finger E in the first violin section. This thrill-
ing conclusion to Merry-achi Christmas  will have 
your audience swaying back and forth to the violin 
melody. Students will experience an engaging and 
rewarding instructional experience when learning 
this song with an end product that leaves the audi-
ence and performer with delight and satisfaction. 

String ReviewString Review
With Contributions FromWith Contributions From

   First-Year Teacher Perspectives: 
   The Importance of Classroom                              	
   Management

	 The 2021-2022 school year was my first year of 
teaching. I had years of classically focused training and I 
presumed that would help to smooth the path of teach-
ing public school orchestra. Intuitively, I knew it would 
not remove the challenge, but I thought that it would at 
least help me out in my first year. All that my personal 
musical training gave me was a great foundation to teach 
from, but it was not the key to having a successful year. 
The biggest lesson I learned as a first-year teacher was 
the crucial importance of classroom management - the 
make-it-or-break-it skill-set that determined the out-
come of your classroom experience. 
	 Before student teaching, I did not know what a 
public school orchestra was like. I did not know what to 
expect, what was normal, the skill levels that were typical 
for high school musicians, and any gaps that I might 
have to fix. During the junior practicum, I did have 
the opportunity to step into the teacher role briefly for 
approximately 30 minutes of a class period. I had a more 
extensive and immersive teaching experience senior year, 
but in both situations, I was stepping into a class struc-
ture created by another person. Half of the work was 
done already. That class would run relatively smoothly 
because the students were already used to certain pro-
cedures that my cooperating teacher had implemented 
since the first day of class. I was merely an enforcer of 
another person’s management style. While I learned so 
much from working with my mentor teacher, my student 
teaching experience was slightly tainted by the fact that 
he was “too good” at maintaining his expectations in his 
classroom that the students were close to ideal. He later 
apologized for not giving me a truly authentic teaching 
experience in that area.  
	 When I took my first job, I suddenly had the sole 
responsibility to create a structure of how I wanted my 
orchestra class to be run. I had to decide how I was going 
to introduce and reinforce it those first couple of days 
and weeks of the semester. I had been drilled by my col-
lege professors that classroom management was one of 
the toughest areas that new teachers struggled in. Where 
was I supposed to start? I organized my thoughts by ask-
ing myself two questions: What do I want my classroom 
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Amber Eubanks Amber Eubanks

The String Review includes orchestra 
pieces that were reviewed by members 

of the SCMEA Orchestra Division.  
Thank you Susan Wines for 

organizing the review!

Amber Eubanks
Hughes Academy
Greenville, SC

Elizabeth Conrad
Woodmont 
Greenville, SC

Elizabeth Conrad
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students at the beginning of class. Setting the expecta-
tion that this is something students just have to do and 
reinforcing that behavior every day, eventually produces 
a self-automated routine.
	 Throughout the year I wanted to train student 
leaders and would call up different students to help me 
lead warm-ups. This gave me opportunities to teach my 
class how to rehearse effectively and how to listen and 
give constructive critique. By the end of the year, I could 
confidently ask certain students to lead warm-ups while 
I worked on something else. I heard my words echo back 
as those student leaders gave sound musical critiques. 
Whenever I was absent, my students ran rehearsal 
without me and kept each other in check much to every 
substitute’s surprise. I would come back the next day and 
still be able to move forward with my rehearsal plan. 
Teaching my students to have ownership of their playing 
was one of the best classroom management successes of 
this first year.
	 In college, I had the idea that classroom man-
agement was just the list of rules teachers wrote in their 
syllabus and the poster they had on the wall. Teachers 
were the “classroom wardens” of the school handbook. 

 

JUST ORLANDO YOUTH TOURS HAS ONE PURPOSE – TO MAKE IT EASIER FOR YOU TO TRAVEL WITH YOUR GROUP TO ORLANDO. 

EDUCATION, PERFORMANCE AND WORKSHOP OPPORTUNITIES AVAILABLE AT 

WALT DISNEY WORLD® AND UNIVERSAL STUDIOS® 

LET US MAKE ALL THE ARRANGEMENTS FOR YOUR TRIP BECAUSE IT’S WHAT WE DO BEST. 

String Review Continued from pg. 11 While that is a foundational part of classroom manage-
ment, it is not the heart of it. Heart - that is really where 
successful classroom management comes from. When 
my students know I care about them more than just their 
music playing ability. When I show them I want to trust 
them when I give them responsibility. When we can 
work hard but enjoy our time together as an orchestra 
family when we need to take a break. When my students 
can rely upon that I will be honest with them and only 
do things in the classroom that will benefit them. It is 
much easier to control a classroom when the majority of 
students are willing to be led.
	 This year I did not have a perfect classroom, but 
I genuinely feel I had a successful one thanks to amaz-
ing mentors who taught me how to create and reinforce 
structure from day one. Having a plan, having an end 
goal, and knowing yourself are all key ingredients of 
good classroom management. You just then have to try 
it! Then you can adapt things based on what worked well 
and what didn’t with your unique performing group. 
There is a rhythm to learning so don’t be afraid to try 
something to see if it works. 

~Whiteness and Music Education~
Whiteness pervades music education. Following sociol-
ogists Charles Gallagher and France Winddance Twine, 
I view Whiteness as an expression of White supremacy.8 
Whiteness is present in our repertoire and in our curricu-
lum. It is present in our emphasis on notation over aurality. 
It is present in the instruments that are available to students 
and in the comportment we expect of them. Moreover, it 
is present in who participates in ensembles and who can 
ultimately become a music teacher. Attending to the ways 
that Whiteness manifests in music education may allow 
teachers to address it and make moves toward anti-racism.
	 First, Whiteness manifests in repertoire chosen 
for the classroom and in the tradition of music represent-
ed. In the United States and Canada, music education in 
schools often aligns with an ensemble paradigm—a band, 
orchestra, or choir model of music education.9 Ensem-
bles offer many benefits to students.10 They also require 
a type of repertoire that features predominantly White 
male composers. It is not uncommon to see primarily 
White male composers included on concert programs 
of major orchestras.11 While teachers’ research and effort 
can ensure the inclusion of composers of color and wom-
en, the form dictated by ensembles remains situated in a 
Western European tradition. Although the multicultural 
movement has spurred the addition of musics from other 
traditions,12 the ensemble paradigm remains at the center 
of many music programs.13 Acknowledging the ways that 
Eurocentricity is tangled up in Whiteness becomes part of 
the work needed to address the Whiteness of music educa-
tion. Scholars of critical race theory (CRT) critique Euro-
centricity14 and encourage educators to center other tradi-
tions in our praxis.15 In doing so, we must ensure that we 
are not tokenizing these traditions but rather that we pro-
vide rich contextualization that communicates their value.
	 Folk song repertoire also raises issues of racism. 
Many of the folk songs typically included in elemen-
tary classroom repertoire emerged from the blackface 
minstrelsy tradition, including songs like “Jump Jim 
Joe” (“Jump Jim Crow”) and “Jimmy Crack Corn/Blue-
Tail Fly.”16 Blackface minstrelsy dates back to the 1840s 
and originally involved White performers coloring their 

skin black in order to ridicule African Americans.17 Per-
forming minstrel songs in the classroom actively ex-
poses students to a racist practice and also potentially 
communicates that the teacher condones the practice.
	 Second, Eurocentricity often dominates the cur-
riculum.18 Beyond the ensemble paradigm, in gener-
al music, musics selected for study are often situated in 
Western traditions. Folk music frequently makes up a sig-
nificant portion of the curriculum. When teachers select 
musics that represent non-Western traditions for class-
room use, it is unfortunately still possible to teach them 
in a way that centers Whiteness. We can ask ourselves, 
for example, which musical traditions make up the bulk 
of our curricula. Representation matters, and if the ma-
jority of music in our curricula is Western or Eurocen-
tric, that communicates a message of what we value to 
students. If our curricula include a wide range of musics, 
we can ask other questions: Are we communicating an 
oral tradition through notation? Are we maintaining the 
complexity of the music studied? Are we communicating 
that this non-Western music is somehow simpler than the 
Western musics studied? Answers to these questions may 
help us recognize when we center Whiteness or Euro-
centricity even when we introduce non-Western musics.
	 Third, notation and notational literacy dominate 
modes of transmission in music education.19 Many mu-
sics beyond Western classical music center aurality as a 
primary mode of transmission. Students, as well, often 
prefer learning aurally.20 When notational literacy is the 
goal, it reinforces Western classical music as the tradition 
worthy of study. The publishing industry aims to mar-
ket and sell music resources to teachers, so non-Western 
musics are often notated. This effort makes them more 
accessible to music teachers, who typically read notation 
fluently and are comfortable with that mode of transmis-
sion.21 Notating musics from oral traditions often leads 
to the complexity of those musics getting lost. Rhythms 
that may require double dots or ties are altered so that 
they fit more easily into Western standard notation.22 
Notation also fails to capture the elements of music not 
typically valued in Western traditions, such as timbre 
and the social context of the performance. Addressing 

Becoming an Anti-Racist Music Educator:
Resisting Whiteness in Music Education

Juliet HessReprinted with permission of the National Association for Music Education (www.nafme.org).
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the Whiteness inherent in privileging Western standard 
notation as a mode of transmission requires becom-
ing comfortable with aurality and employing it when 
teaching musics that people typically learn aurally. The 
musics themselves should dictate the mode of trans-
mission, allowing teachers to focus on oral traditions 
when appropriate and varied notation systems, includ-
ing Western standard notation, depending on the music.
	 Fourth, we see Whiteness reproduced through 
the instruments available for study. In the Western en-
semble paradigm, instruments typically available to stu-
dents include instruments that belong in the concert 
band, wind ensemble, or orchestra. These instruments 
predetermine the music played, and the music played 
simultaneously dictates the instruments required—an 
uneasy cycle that centers Eurocentric music and up-
holds Whiteness. While drumming, mariachi, steel 
pan, and popular music programs are becoming more 
prevalent in the United States and Canada, these pro-
grams may still play a supporting role in Western clas-
sical-centered curricula. In interrogating Whiteness, 
teachers can question which instruments are available 
to students and to which musics these instruments lead.
	 Fifth, Whiteness operates in the comportment we 
expect of our students in response to music. As critical race 
scholar Ruth I. Gustafson observes, ideal music listeners 
have the comportment of Auguste Rodin’s sculpture The 
Thinker and listen to music without moving their bod-
ies. They pay “attention to rhythmic detail but [make] no 
indication of it.”23 Still comportment in response to mu-
sic is antithetical to many musical practices. It is a norm, 
however, in Western classical music and another signal 
of Whiteness when it becomes a classroom expectation.24

	 Sixth, as many music programs become option-
al, particularly at the secondary level, they often serve 
a population of students that is Whiter than the overall 
school population. Elpus and Abril observed that of the 
21 percent of high school seniors in 2004 who partici-
pated in school music ensembles, White students were 
significantly overrepresented at 65.7 percent in ensem-
bles. Ensemble participants also predominantly came 
from higher socioeconomic backgrounds, were native 
English speakers, performed well on standardized tests, 
were children of parents with advanced postsecondary 
degrees, and had high grade point averages. Their find-
ings noted that music students are not representative 
of the overall population of U.S. high school students.25 
As we note the overrepresentation of White students 
in optional music ensembles, we might consider the 
Whiteness of ensemble practices and social norms and 

wonder how we might better serve BIPOC students.
	 Finally, we might also consider who becomes a 
music teacher. Music teachers in the United States are 
predominantly White.26 Music education scholar Julia 
Eklund Koza points to the audition process at postsec-
ondary institutions as a likely barrier to BIPOC students 
wishing to become music teachers. Indeed, she argues 
that the audition process operates as a covert “listening 
for Whiteness.”27 Students well-versed in traditions out-
side Western classical music often need to succeed at a 
Western classical audition to gain a place in a music ed-
ucation program. To do so requires extensive private les-
sons, which necessitate a higher socioeconomic status. 
The gatekeeping mechanism of auditions remains one 
of the ways of preserving Whiteness in music education.
	 I delineate some of the ways that Whiteness oper-
ates in music education not to discourage educators but 
rather to encourage us to notice how Whiteness pervades 
our field. Koza advocates listening for Whiteness in ad-
missions processes not to affirm it, but to recognize its 
institutional presence, understand its technologies, and 
defund it.28 We cannot address Whiteness in music edu-
cation if we do not recognize its presence and modes of 
operation. Once we notice these technologies, however, 
we can work toward changing them. When we acknowl-
edge the Whiteness in music education, as educators, we 
can make different choices and work toward anti-racism.

~ Anti-Racism in Music Education ~
Canadian anti-racist scholar George J. Sefa Dei describes 
anti-racism as an action-oriented educational strategy 
for institutional, systemic change to address racism and 
interlocking systems of social oppression. It is a critical 
discourse of race and racism in society that challenges 
the continuance of racializing social groups for differen-
tial and unequal treatment. Anti-racism explicitly names 
the issues of race and social difference as issues of power 
and equity, rather than as matters of cultural and ethnic 
variety.29

	 Dei’s focus on power facilitates a strong critique 
of Whiteness embedded in the nature of anti-racism. The 
action orientation of anti-racism also becomes import-
ant. Anti-racism orients toward equity and justice and 
further seeks to address racism embedded in institutions 
and policies, moving beyond the scope of breaking down 
individual prejudices.30 The anti-stance of anti-racism 
requires an action orientation. Rather than a passive 
stance, the “anti-” of anti-racism indicates active opposi-
tion to racism and White supremacy.31

	 Given that practices in music education serve to 

uphold Whiteness, what strides might we make in music 
education to become anti-racist—to defund Whiteness, 
as Koza suggests? As we consider the degree to which 
Whiteness is steeped in our practices, defensiveness may 
be a natural response. Rather than allow the defensive-
ness to impede action, however, I suggest that we take it 
as a clue that we need to dig deeper. Education philoso-
pher Megan Boler suggests that a “pedagogy of discom-
fort” might be a way to challenge values and cherished 
beliefs and begin to notice what we choose not to see.32 
In music education, practices steeped in Whiteness have 
become cherished for many. Rather than turn away from 
the discomfort that comes with noticing the embedded 
Whiteness in cherished practices, I suggest that we turn 
toward this discomfort and see what it unearths. What 
might it mean to turn toward the Whiteness of music 
education? In the earlier vignettes, the teachers all leaned 
into what likely would become a difficult conversation. 
Acknowledging Whiteness and its manifestations re-
quires this kind of leaning in.
	 Earlier in this article, I explored how Whiteness 
operates in music education through the centering of 
Western classical music and the ensemble paradigm, 
through repertoire, in curriculum, in the privileging of 
notation and still comportment, and in the instruments 
available to students. Whiteness also manifests in the 
bodies of the students who elect to participate in high 
school ensembles, as well as in the predominantly White 
music teaching force in the United States. Elsewhere 
I have suggested a “pedagogy of noticing” as a means 
to notice and challenge inequities and injustices.33 To 
defund Whiteness, however, requires moving beyond 
noticing toward action.

~ Positionality ~ 
	 First, one of the crucial steps in defunding 
Whiteness involves attending to positionality in our 
classrooms. Black feminist Patricia Hill Collins puts 
forward the “matrix of domination” as a way to under-
stand how different oppressions intersect across a range 
of contexts.34 The matrix of domination accounts for all 
facets of identity, including but not limited to race, class, 
gender, disability, sexual identity, age, religion, and na-
tional status. The matrix helps us understand the uneven 
playing field upon which students are situated. It helps 
us see where students may have privilege and where they 
may be oppressed and allows us to act accordingly. What 
we see as students’ “ability” is not inherent but rather 
structured by their privileges, which we can understand 
by applying the matrix framework. Accounting for these 

privileges means both putting structures in place to level 
the playing field in our own classrooms and understand-
ing that “ability” is a social construct that may change 
entirely when we work, as educators, to address oppres-
sion.

~ Moving away from Eurocentricity ~
	 Second, much of the Whiteness embedded in 
music education is rooted in its Eurocentricity—the 
embrace of Western classical music, Western standard 
notation, and White, Western composers as the gold 
standard for music education. As noted, critical race 
theory specifically challenges Eurocentricity. Change, 
then, requires turning toward different musical practices. 
We can look, for example, to youth-driven music-mak-
ing as a way to inform our curriculum. Attending to 
youth’s music may lead us to hip-hop and other musics 
of import to youth. Turning toward these musics re-
quires creating centers in music education that are not 
Eurocentric. Elsewhere, I have suggested multicentricity 
as a way forward.35 Multicentricity centers students in 
their own experiences and grounds them in their own 
cultural referents before moving to the unfamiliar.36 
This pedagogy does not mean that we never engage with 
Eurocentric music. It simply means we situate that music 
as one among many and place equal if not greater import 
on musics that young people value.

~ Turning toward Aurality ~
	 Third, resisting Whiteness in music education 
also requires a turn toward aurality. Many of the world’s 
musical practices use aural transmission. Valuing aurali-
ty means eschewing the “sound before symbol” approach 
of multiple elementary pedagogies. Instead, we can value 
sound for sound’s sake and not assume that the only path 
of significance involves arriving at the symbol. Aurality, 
as it is currently situated in music education, often serves 
as a means to an end—notational literacy. Instead we can 
center aural practices and oral traditions and acknowl-
edge their sophistication. Aurality in music education 
often manifests as teaching by rote. This “I sing a line; 
you sing it back” is antithetical to most oral traditions in 
which call-and-response, improvisation, or enculturation 
through repetitious hearing with increasing participation 
might be more prevalent. Encouraging the sophistication 
and complexity of aurality offers another way to unsettle 
Whiteness. Fostering aurality does not mean never using 
Western standard notation. Rather, we might situate no-
tation as one possible path to music-making rather than 
the path. As noted earlier, the musics themselves should 
dictate the transmission approach. Teachers can replicate 
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a music’s typical transmission practice in the classroom.

~ Courageous Conversations37 ~
	 Fourth, we can also practice calling out White-
ness and racism when we see it and being open to 
students raising what they observe. These difficult con-
versations may be the most challenging to turn toward. 
Naming Whiteness and racism, however, are among the 
most important tools we have in resisting racial injustice. 
In a music education context, this might mean talking 
about how Western classical music has come to be priv-
ileged in music education. As expressed in the earlier vi-
gnettes, it might mean having frank conversations about 
the Whiteness of composers or the stereotypical nature 
of a piece of music. Noticing the Whiteness requires 
action. Like “Land of the Silver Birch,” many of the songs 
that represent different groups in music education per-
petuate stereotypes. As noted, some songs also emerge 
from the historical practice of blackface, such as “Jump 
Jim Joe” (formerly “Jump Jim Crow”). It is time to retire 
these songs. Embracing anti-racism in music education 
necessitates acting on the Whiteness and racism that we 
notice or the students notice in our classrooms. It neces-
sitates challenging and improving the traditions in which 
we were trained.

~ Addressing Policy ~
	 While some of the moves away from Whiteness 
are pedagogical and curricular, others are rooted in 
policy. Music education scholar Patrick Schmidt argues 
that policy is a practice and advocates for educators to 
become well versed in policy and its influence on educa-
tion in order to play an active role in policymaking and 
policy change.38 As an example of policy that shapes mu-
sic teaching, audition practices currently determine who 
becomes a music teacher. In the majority of postsecond-
ary music institutions in the United States and Canada, 
studio teachers, as opposed to music education faculty, 
determine which students are admitted to music edu-
cation programs through a Western classical audition. 
This practice means that students well versed in West-
ern classical music and another musical practice may 
be admitted, but students fluent in only a non classical 
practice or who have limited experience with Western 
classical music will not be successful. Hip-hop musicians 
and pop music singer-songwriters without extensive 
experience with Western classical music will likely not 
be admitted and thus will not become music teachers. 
This policy means that the Whiteness of music teachers 
will continue, as Koza has demonstrated.39 Ibram Kendi 

urges us to look at policies that perpetuate racism in our 
efforts toward anti-racism.40 As teachers, we have much 
more control over the curricular and the pedagogical. 
Policy, however, as Schmidt notes, is the “realm in and 
through which educational vision is actualized.”41 As 
such, envisioning an anti-racist music education involves 
engaging with and challenging policies that propagate 
racism and Whiteness.
	 Challenging the Whiteness of music education 
remains a tall task. What I have suggested here are a few 
places to begin. I urge music educators to turn toward 
discomfort and defensiveness when they arise and work 
through them toward different possibilities. An an-
ti-racist music education will likely foster a population 
different from the White high school students currently 
overrepresented in ensembles.41 Youth-driven music 
education offers exciting possibilities—a wide array of 
musics and deep valuing of youth’s lived experiences. 
Music education is steeped in Whiteness. Listening for 
Whiteness, however, will allow us to address it and move 
to action. In this moment—a moment when the public 
is coming to recognize the ways that anti-Black racism 
continually manifests—we all have a role to play. As 
music educators, we have to attend to the racism within 
our own field. Music education can contribute to justice 
efforts, and lifting up anti-racism in music education 
provides a clear path forward.
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	 I have served in many roles over the course of my 
teaching career, and one of them, in addition to being an 
Orchestra director, is as a Music Appreciation teacher. In 
years past, I would be one of many instrumental teachers 
that would simply cringe at the idea of teaching a Mu-
sic Appreciation course. The dislike of these courses is 
from a scheduling perspective, where students are, as we 
say, “dumped” into Music Appreciation from the gener-
al school population to receive an arts/humanities credit. 
Rather than succumbing to the negative mindset of this 
situation, I have altered my general mindset: To develop an 
understanding of why music matters for ALL students. This 
simple, yet eye opening viewpoint expanded beyond Mu-
sic Appreciation courses, where my Orchestra classes have 
flourished beyond the notes on a page—We Imagine, We 
Believe, and We Achieve through an inclusive atmosphere, 
maximizing musical excellence by allowing students the 
freedom to express and share their world for all to see.
	 This open-minded approach was one of many 
sparks that influenced my doctorate research to examine the 
phenomenon, of a minimal rate, at which African Ameri-
can students participate in music programs. Based on such 
findings, an inclusive prediction of race, culture, musical 
preference, physiological needs, socioeconomic level, and 
community or family structures are variables that create 
significant inequities and lack of inclusion that influence 
the recruitment and retention of African American stu-
dents in school-based band and/or orchestra programs 1. 
This  article will focus on one of two formal theories from my 
research study: Culturally Responsive (Relevant) Teaching.

Cultural Identity and  Student Achievement
°°°

Black Butterfly
You can do most anything

 your heart desires.
Freedom comes from 

understanding who you are.

It’s time to reclaim your place 
amongst the stars.

Spread your wings and fly.
Awaken--A genius that has been 

asleep too long…
(Sounds of Blackness, “Black Butterfly”)2

 
	 Student achievement in instrumental music class-
es is based on social and cultural themes that influence the 
environment of the music classroom. Culturally Respon-
sive pedagogy enhances music curriculum to create an en-
vironment to view cultural relationships, relate to students 
of different ethnicities, influence teachers to plan cultur-
ally meaningful lessons, and help teachers understand 
their role in the school and surrounding communities3. In 
addition, as expressed by Fitzpatrick-Harnish (2015), “in 
the field of music education, where creativity and personal 
expression are valued, it is especially important to address 
the disconnect that students may perceive between home 
and school cultures”4. Therefore, by exploring an array 
of musical styles and genres, music educators can create 
an equal opportunity based on the racial make-up of the 
school, which leads to bridging affluence gaps and acces-
sibility to band and orchestra programs for all students 5. 
	
	 Understandably, there are challenges to cultur-
ally responsive teaching in the music classroom. Music 
teachers may feel uncomfortable straying from the cur-
riculum, method books, and music repertoire distinctly 
recommended for classroom study because the typical 
music education curriculum is influenced by White-Eu-
ropean classical history 6. Conventionally, the curriculum 
of music classes is established through the lens of Western 
music, which, according to Kelly-McHale & Abril (2015), 
“takes the viewpoint of the dominant cultural group and 
presents diverse material through a Western European 
lens, allowing little room for alternate perspectives” 7. 

Maximizing Musical Excellence: 
The Perception and Approach of Culturally Responsive 
Teaching in the Music Classroom Sharese Pearson-Bush, Ed.D
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	 In addition, some music educators instruct and 
select music repertoire using a multicultural approach 
rather than fully immersing themselves to culturally re-
sponsive teaching. Music educators should use caution 
when applying a multicultural approach because the cul-
tural identity of students is stripped, placing their culture 
into a category of “uniqueness”, creating a generic fiction 
that ignores strife 8. According to Fitzpatrick-Harnish 
(2015), “multicultural content alone does not automati-
cally lead to increased cultural competency or to better 
alignment between home and school life for our students” 
9. Therefore, when music educators use this type of mul-
ticultural approach to the curriculum, students may not 
find relevance in learning about other cultures, mini-
mizing the artistic significance of culture through music.

Cultural Competence
°°°

You don’t know my story.
You don’t know the things 

that I’ve come through.
You cannot imagine, The pain, 

the trials that I’ve had to endure.
You don’t know my story. 

[You just don’t know]
The anguish and the guilt t

hat consumed me.
Grateful I can tell it….

(John P. Kee and New Life, “Life and Favor”)10
 
Music teachers have the ability to use cultur
al competence to bridge a positive bond between them-
selves and students. By using unbiased perceptions to 
develop and strengthen artistic curriculum and mu-
sic performance, Lind & McKoy (2016) proclaim that 
teachers should allow themselves the freedom to:

	 1.“Function, communicate, and coexist effective-
ly in settings with individuals who possess cultural 
knowledge and skills that differ from their own”; 
and 
	 2.“Affirm the varied and unique cultural experi-
ences, values, and knowledge their students bring 
to the classroom, and use these resources as tools to 
teach more effectively, thereby increasing student 
learning and achievement 11.

 
In addition, from the research of Fitzpatrick-Har-
nish (2015), music educators should approach teach-
ing “through our interactions with [students] that stu-
dents learn the most about our expectations of them 
and our intentions in fostering their growth as mem-
bers of multiple cultural communities” . Therefore, mu-
sic teachers should not assume that the perspective 
of “music as a universal language” is the same as be-
ing culturally competent within a music curriculum.  

Cultural Competency Framework
°°°

From the heart
It’s a start, a work of art

To revolutionize make a change 
nothing’s strange

[People, people we are the same]
No we’re not the same

‘Cause we don’t know the game
What we need is awareness, 

we can’t get careless…
Make everybody see, 

in order to fight the powers that be…
(Public Enemy, “Fight The Power”)13 

	 As a solution to address cultural awareness in 
the music classroom, music educators should use cul-
tural competence when developing strategies to maxi-
mize student learning. Respecting student race, ethnicity, 
and culture should be considered when determining the 
most suitable means to teach music. As recommended 
by Gibson (2002), culturally responsive teaching should:

1.	 Guide teachers in meeting the needs of diverse 
student groups; 
2.	 Assist teachers to act upon understanding 
through all interactions with students and their 
families; 
3.	 Improve student academic achievement and atti-
tude toward schooling; therefore,
4.	 Students who maintain their cultural identity 
while working to adopt ideas of the United States 
public school system are successful in school 14.
 

Culturally Responsive Teaching 
through Music Repertoire

On May 18, 1803, Ludwig van Beethoven 
wrote to a patron:

“I do not hesitate to recommend 
to you the bearer, 

Herr Bridgetower, a very capable virtuoso 
who has a complete command of his

 instrument.” He referred to 
George Bridgetower, violin virtuoso 

supreme and composer, 
and of African ancestry.
(Hutchinson, 2016) 15.

 
	 When respecting student race, ethnicity, and culture, 
teachers should look beyond Western music as “the best mu-
sic” . When music teachers specifically focus on Western mu-
sic, which is characterized as classical music. Bradley (2015) 
stated that teachers are providing a “misguided sense . . . over-
looking the fact that such musical curricular choices represent 
a specific and narrow cultural perspective” 17. Even though 
classical music has a widespread influence around the world as 
a great musical tradition, this genre should not be assumed to 
be better than others, nor unworthy of study. As expressed in 
Fitzpatrick-Harnish (2015): 

A music that is known so widely, has captured the 
interest and participation of so many musicians and 
their audiences internationally, has such a rich reper-
tory, and represents so many cultures strikes as a hu-
man endeavor of inherent interest and worth 18.

	 To fully capture the human endeavor of music through 
a culturally relevant perspective, Bradley (2015) expressed that 
an equitable music education should recognize nonwritten or 
aural musical practices because these curriculum areas “convey 
cultural information [within] the music of cultures not depen-
dent upon notation” 19. For example, proper learning sequence 
is fundamental in how students learn music, therefore the 
terms “sound before symbol” or “rote to note” represent aural 
learning in music that students are naturally apt to perform 
through folklore and other aural traditions unique to their 
identities 20. 
	 By allowing students to explore and expand their aural 
capacities, students can develop an in-depth sense of musician-
ship. Music teachers should motivate musicianship beyond the 

traditional modern Western assumption that being a true mu-
sician involves only literacy in reading music. Therefore, when 
students participate in music activities away from school that 
are taught without note reading, teachers should avoid the as-
sumption that such talent is not formal.  When teachers cre-
ate a negative perception toward aural tradition as non-formal 
pedagogy, cultural relevance for certain students is lost, creat-
ing a lack of belonging in a school music program 21. 
	 Cultural relevance is significant in the lives of students 
in the school atmosphere because students’ self-image can be 
motivated through music curriculum 22.  As recommended by 
Lind & McKoy (2016) a well-rounded musician in a school 
music program can be motivated to participate and continue 
interest based on: 

	 Tapping into oral/aural traditions to show that 
[teachers] value what students bring to the classroom, 
and can continue to support musicianship by connect-
ing with what [students] already know. Additionally, 
because music is a part of who we are as humans, con-
necting to music traditions outside of school can help 
us better understand our students 23. 

Conclusion
°°°

When people ask me as an African American
What do I see for tomorrow in the human 
plan? Is it possible for all the people of the 

world to co-exist? I say unity is only as big as 
our vision And if its narrow, try to expand be-
yond the horizon...’Cause the world vision I see 

is the one-
 -We for everybody…

(Stevie Wonder, “Positivity”)24 
	
The core objectives of culturally responsive teaching are to cre-
ate legitimacy and validity of students’ culture and social expe-
riences through curriculum and pedagogy. Improving student 
achievement through the pedagogy of culturally responsive 
teaching is based on understanding the emphasis of culture. 
Therefore, culture, as expressed by Delgado-Gaitan (1991), is 
a standard of “social values, cognitive codes, behavioral stan-
dards, worldviews, and beliefs used to give order and meaning 
to our own lives as well as the lives of others”25. 
	 In conclusion, as music educators-- Believe in the 
power of appreciating cultures…stretching the mind to enjoy 
aspects of society that are unimaginable. Most importantly, 
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	 The purpose of this status report is to encourage 
ongoing conversations among music educators around 
shared scheduling challenges and opportunities in South 
Carolina secondary schools. A hearty “THANK YOU” is 
extended to all SCMEA colleagues who contributed to 
this particular survey in April and May, 2022.  Readers 
who are veteran teachers surely understand that most of 
these scheduling paradigms and their related challenges 
are not at all new. Perhaps, though, it is time for some 
fresh perspectives to bring to the discussions. i 
	 In this spring 2022 South Carolina music educa-
tors’ survey, those primarily administering orchestra pro-
grams had the highest response rate per cohort with 49 
members participating. Teachers leading choruses were 
also well represented, with 52 middle and high school 
choral educators participating. And, although not nearly 
as high a sample size for their population, 34 colleagues 
who are principally band directors also participated, 
along with several educators who identified AP Music 
Theory, Guitar, Musical Theatre and Piano as their princi-
pal teaching areas. 
	 The most common scheduling structure reported 
among all 146 respondents (35.6%, N=52) was a strict 4x4 
block schedule*, i.e. 4 semester-long courses meeting ev-
ery day each ½ year. The other two most reported types 
were the traditional 7-period day** (19.2%, N = 29) and 
the modified 4x4 block (18.5%, N = 27) with “skinnies” 
to accommodate year-long scheduling of courses such as 

the performing arts. The remaining 24% of respondents 
(N = 40) expressed a variety of modified or hybrid struc-
tures, including 10 respondents who indicated they saw 
students every day on a traditional 8-period*** (or 7-pe-
riod with a zero hour) structure.

*All strict 4x4 block programs reported are in high school 
settings

**24 of the 29 traditional 7-period day schools reported 
are in middle school settings ii  

***6 of the 8 traditional 8-period day programs reported 
are in middle school settings
	
It seems interesting to note that 41% of respondents (61 
of 146) reported having taught within at least one other 
scheduling scenario in the past couple of years.  Such a 
level of change seems to suggest both the dynamic nature 
of school and district-wide scheduling paradigms in re-
cent times, as well as some indication of mobility within 
our music educator community.   (A question about how 
long each teacher has taught in their current teaching 
placement was not included.)
	 Pluses and Minuses to current scheduling struc-
tures were offered by nearly every respondent, and most 
also offered some anecdotes, or adaptive strategies that 
will be highlighted later in this article. 

A Status Report regarding Music programs within 
various School scheduling structures in 
South Carolina’s secondary schools Patrick F. Casey

believe in the power that you hold as the music educator: To 
intensify student achievement of ALL musicians through an 
inclusive atmosphere, maximizing musical excellence by al-
lowing students the freedom to express and share their world 
for all to see.
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	 But first, a few comparisons, with this simple ac-
knowledgement:  No music program is an “average” of 
anything, but rather, it exists with it’s unique and varied 
set of circumstances.  Having said that, it is hoped that 
general comparisons and specific adaptive ideas brought 
forward below are useful to consider when reflecting on 
one’s own circumstances. iii
	 Program enrollment-trend data organized by 
scheduling scenarios are provided below for the reader’s 
curiosity.   	
	 At a glance, these figures above suggest a picture 
that leans towards declining enrollments across most 
scheduling scenarios. To be sure, many variables influence 
program health and participations, with one recent size-
able program-sustaining challenge for all of us no doubt 
being the “remote learning” pivots in COVID times. iv    

	 From other angles, when comparing program 
enrollment-trend data by secondary school type, middle 
school versus high school (with 9th grade centers count-
ing as “high school”), there were no remarkable differ-
ences.  Schools reporting student body sizes smaller than 
1020 
(n =50) had slightly better enrollment trends on average 
than larger schools. And, when observing enrollment 

scheduling type that allows for year-long, daily contact 
shows a higher average percentage of student-body en-
gagement. 
	 Aside from the “long-game” of initiating discus-
sions with allied colleagues that may eventually result in 
creative instructional-time scheduling results, there’s a 
more immediate, critical question: How can music educa-
tors (all of us) attract and retain students more effectively 
within the scheduling structures in which we work?  
	 Survey respondents offered adaptive strategies 
they have found effective within their circumstances. 
These responses are summarized below by most frequent-
ly noted scheduling types. While this is not a comprehen-
sive listing of all survey responses, perhaps this repre-
sentative sample includes approaches that can be useful 
to fellow secondary music educators grappling with the 
same scheduling structures. vi 

Strict 4x4 block (52 respondents)
Selected adaptive strategies:    
On Scheduling:
  -  (HS Band of 50 students; school size ≈ 1000)  “I sched-
ule kids with class conflicts for spring band.  That way, 
they still will be playing in the fall at after school march-
ing band rehearsals.  They will, of course, miss out every-
thing else we do in regards to the marching band show 
that we do in class, but it’s the lesser of all evils.” 
  -  (HS Band, 43 of ≈ 880)  “After-school rehearsals for 
band students who are not currently in the class happen 
for 90 minutes three times a week.”   
  -  (HS Band, 70 of ≈ 1100)  “Offer honors credit for band, 
offer PE credit for [marching] band, map out a way for 

trends of Title I schools (n=36) and Not-Title-I schools 
(n=110) from these survey responses, the Title I schools 
reported a more encouraging recent-years enrollment 
trend, with 50% reporting “stable” or “increasing” com-
pared to only 40% of the Not-Title-I schools indicating 
those same positive trends.  None of these comparisons 
above disaggregated the data by specific program types of 
band, orchestra, chorus, or other.
	 As further general context, survey participants 
primarily teaching band in middle or high schools re-
ported serving roughly 10% of their school’s student body 
on average in spring 2022. Similarly, orchestra teachers 
reported serving roughly 7% and choral educators in-
dicated a rough average of 6% of their student body in-
volved in their programs. While this is a limited snapshot, 
the reported average student body percentage of choral 
participants appears significantly lower than national av-
erages observed in the past decade. v   
	 So, unpacking the choral data from this current 
survey, the chart below represents a snapshot of the av-
erage student-body “reach” of all middle and high school 
choral programs reporting within each scheduling sce-
nario.  Calculations were based on respondents’ figures 
for program size and student body size in spring 2022.  

Even with low sample sizes within most scheduling types, 
what can be noted is that the largest group of this chorus 
subset, 23 high school directors teaching in the strict 4x4 
block, posted a spring 2022 participation rate of just 5% 
of their student body on average, and the two schools on 
the other unmodified block structure (strict A/B) report-
ed that same low vicinity of “instructional reach.”  Each 
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students to take band 2 semesters all 4 years.”
  -  (HS Chorus, 87 of ≈ 1000) “We have a non-traditional 
scheduling option [outside the school day] for students 
who are not able to be in chorus during the regular school 
day. These students have to take chorus for at least one se-
mester before they are eligible to audition for this option.”
  -  (HS Chorus, 45 of ≈ 600)  “Incorporated honors cred-
it for 11th-12th grade students - many students did not 
want to take two credits of chorus because it would bring 
down their GPA. Honors credit has drastically helped this 
problem.”
  -  (HS Chorus, 78 of ≈ 950) “Splitting students that are 
in multiple related arts. Band/Chorus or Chorus/Orches-
tra or Orchestra/Band - We collaborate to create our own 
[skinnies] schedule independently from the school’s strict 
4x4.” (Editor’s note:  This sounds like a collaborative win/
win…would like to learn more about it!)
  -  (HS Chorus, 22 [in spring] of ≈ 574)  “Holding re-
hearsals three days a week during lunch has been helpful 
in growing numbers. The students who cannot stay after 
school are able to participate in the ensemble during the 
school day.  --Exposing students by having them perform 
at school functions gives the ensemble a presence and 
promotes the fine arts.”
On effective use of the large 
(80-90 minute) time block:
  -  (9-10 Orchestra, 30 of ≈ 1150)  “I don’t spend the 
entire class rehearsing, but we do spend the entire class 
playing.  I also take time every day for fundamentals and 
sight reading.  … I can easily split class into a rehearsal 
time and either sectional time or individual practice time 
where I can float through students and give them some 
individual attention.”
  -  (HS Orchestra, 40 of ≈ 1100)  “I scaffold since I teach 4 
levels of orchestra [], students can work on different shift-
ing abilities based on years played. I also rotate through 
units on a yearly basis so students learn new material re-
gardless of what level they are in.”  (Editor’s note:  This 
educator also is assigned to teach chorus (n=20) and pia-
no (n=25), and offered this additional observation:  “Most 
string teachers in my district used to be hired by the dis-
trict and taught only strings, at multiple schools.   Most 
string teachers now have to also teach chorus or band to 
keep them at one school, and it is not helping our dis-
trict….”
  -  (HS Orchestra, 27 of ≈ 1000, enrollment lower in 
spring) “Pair stronger playing students with students who 
need help.  Form chamber groups with mixed abilities 
with the stronger students as leaders (honors students 
who are earning honors credit).”

  -  (HS Chorus, 38 of ≈ 710, enrollment lower in spring) 
“Student led learning [Peer Growth] Having students stra-
tegically placed in order to help strengthen their growth. 
Repeating materials, skills, and concepts across lessons.
  -  (HS Chorus, 97 of ≈ 1850, enrollment lower in spring) 
“Lots of different activities (songs, theory, aural skills, 
warm ups, sight reading, etc) to keep things moving 
during the 90 minutes.  Require Honors level students to 
take choir all year - it takes up 2 of their classes, but worth 
it to have the consistency from semester to semester.”  

  -  (6-12 Band, 150 of ≈ 1000) “[I] haven’t found any ex-
cept to abandon the idea of concert band as the hub of 
the band wheel. Now, we focus on small ensembles and 
marching band. Not ideal, but we try not to get upset that 
our biggest challenge is our own school district.” 

Traditional 7-period Day
 (29 respondents)
Selected adaptive strategies offered:    
  -  (MS Orchestra, 131 of 1146) “Keep content moving 
during lesson, plan so that various activities move seam-
lessly from one to the other, focus on making skill build-
ing ‘fun’.”
  -  (HS Chorus, 45 of ≈ 1450)  “Using online program – 
Schoology - for continued instruction ; includes record-
ing options, assignments, and more”.  (Editor’s note:  This 
educator reported a dramatic decline in their HS chorus 
enrollments, from 120 in spring 2020 to 45 just two years 
later, explaining:  “[Our] Middle schools no longer have 
Chorus (since 2020); students have many other offerings 
that include CTE, Career CTR, Early College, Dual En-
rollment, more elective options at school  that take multi-
ple periods.” vii 
  -  (MS Band, 74 of ≈ 800) “Splitting 7th grade into a 
winds class and percussion class. Splitting 6th grade into 
woodwinds/percussion and brass.”   

Modified 4x4 with “skinnies” 
(27 respondents)
Selected adaptive strategies offered:    
  -  (MS Band, 120 of ≈ 1000) “Classes are split into in-
strument families (Brass, woodwind, and percussion). I 
have sacrificed a planning period to ensure I have all three 
sections.”
  -  (HS Band & Guitar, 54 of ≈ 850) “Rotate through as-
pects of musicianship in daily routines, to touch on ev-
erything over the course of 5-day weeks. Rotate through 
repertoire in a similar manner.”
  -  (MS Choir, 88 of ≈ 700) “Cooperative Grouping (for 

small ensembles singing), open inquiry, and personalized 
recording tracks based on mastery levels.”
  -  (HS Orchestra & Guitar, 80 of ≈ 1000) “Supportive 
technology platforms (Google Slides with Videos) to sup-
port student learning.”

Traditional 8 periods (7 respondents)
Selected adaptive strategies offered:    
  -  (7-8 Band, 80 of ≈ 500) “Common planning with other 
academic arts teachers, using video recordings for tests as 
to not take up class time”
  -  (5-12 Band, 45 of ≈ 250) “I have students come play 
with other groups during their lunches and classes when 
time permits.”
  -  (7-8 Orchestra, 25 of 511) “Relationship-building”

Author’s survey-project Reflections
	

In sifting through these 146 survey 
responses, I found myself inspired by 
the dedication and commitment to 

students that our colleagues 
in music education display.  
No matter what scheduling 
limitations, or other global 

circumstances exist outside of their 
immediate control, music educators 

are showing a special motivation and 
devotion to “making it work” 

for their students.

	 Participation numbers must obviously remain 
a central focus for secondary music programs. Despite 
external factors that may impact enrollments, local mea-
sures of relevance or value are inescapably connected to 
program numbers.  As testimony to one recent victory, 
a high school band & guitar educator in a Title I school 
of 850 students reported his/her program’s significant 
enrollment increase when the school recently converted 
from a strict 4 x 4 block to a modified block with “skin-

nies” for year-long participation: “Concert band and 
percussion classes increased dramatically when students 
were able to be scheduled all year long. Instead of about 
half of band students enrolled in the fall, and half in the 
spring, all band students are now together all of the time, 
essentially doubling the size of the band this year. Good 
news!”   Good news, indeed.
Red flags abound, for sure.  Several colleagues in middle 
school settings expressed major scheduling challenges, 
citing other electives or high-school credit offerings hap-
pening simultaneous to their ensemble offering(s).   One 
high school band director was compelled to share this 
veteran perspective:  “I have been teaching 23 years, so 
I have seen a lot.  I never, not once, had a class conflict 
when I was in a neighboring district (9 years) due to the 
arts class being “singleton” classes and [hardly any other] 
classes were offered alone on top of them.  My highest 
number at my current location was 21% of my students 
were not able to have band.  I have fought for a change 
in scheduling but I was told it would ‘never change.’  I 
hate block scheduling....”   Similarly, a high school choral 
colleague also on the strict 4x4 block explained:  “With a 
rise in dual credit courses (and AP), it is becoming more 
difficult to have students enrolled year-long in the class 
on the 4x4 schedule. I wish we had more flexibility for 
year-long learning.” Could these be situations ripe for 
the idea offered earlier by another HS colleague where, 
at their school the performing arts faculty collaborate to 
create their own year-long skinnies independently from 
the school’s strict 4x4?  That seems worth exploring.  
	
Another high school choral colleague brought forward a 
different, yet related dilemma:  “We have been discour-
aged from having our students try out for all-state chorus; 
we were told students needed to be enrolled all year long 
to be able to participate. This practice can’t continue.”
	 Music educators’ autonomous choices to go many 
“extra miles” are both inspiring and sometimes alarming. 
Here’s a vivid example:  one HS band and choir director at 
a school of around 850 students, testifying to the demand-
ing solutions s/he has chosen for coping with the school’s 
4x4 block schedule:  “After-school band for students that 
are not in that particular semester.  This enables students 
to keep their “chops” up, but … we only practice 270 min-
utes after school, and many students don’t participate due 
to athletics.  …after school practice with band AND cho-
rus.  I am at school until 5pm daily in non-marching sea-
son.  It may be good for the program, but I can’t keep this 
up much longer.”   
	 “…but I can’t keep this up much longer.” If that 
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final statement resonates with you as well, I truly hope 
your personal reflections give you the courage to find 
some “less is more” solutions.   We all know there’s a fine 
line between extreme dedication and burn-out.  Each of 
us must decide what level of work-life balance or, more 
commonly in music education, “work-life blend” we are 
committed to pursuing.  
	 Two final encouragements:  
(1) This first thought was echoed 
by several survey respondents:  
Seek and maintain good working 
relationships with those direct-
ly in charge of class scheduling in 
your building. Together with your 
performing arts colleagues, find 
other scheduling allies within your 
school and/or district and collab-
orate in brainstorming scheduling 
improvement efforts! (2)  To the 
music educator’s scheduling chal-
lenges, SCMEA colleague Kolman 
McMurphy (Clinton HS) states our 
advocacy-challenge succinctly in 
his recent review of school-sched-
uling literature:  “…Music edu-
cators need to become aware of 
the barriers to enrollment in their 
music programs, including struc-
tural factors in the school at large 
(i.e. class conflicts, socio-economic 
factors, etc.) and policy decisions 
within the music programs, so that 
they can effectively advocate for 
the health of music in schools….It 
is in the interest of students, par-
ents, and communities at large that 
music is meaningful and accessible 
in the public school system.”  viii  
	 Even after decades of na-
tionwide studies, there does not appear to be a single, de-
finitive one-size-benefits-all structure with school-sched-
uling across the curriculum. Administrators may latch 
onto a certain study or two here and there.  However, 
what seems more at play than a “preponderance of ev-
idence” are scheduling decisions justified by local ratio-
nales and preferences. The fluid dynamics in SC schools, 
stirred by the pandemic, may well have bolstered a desire 
for collective rethinking of “time” in your school’s sched-
uling structure. Secondary music programs can exercise 
evermore influence on matters of change if they come to-

gether around common interests and strengths.
 i   A simple google search on school scheduling can yield 
some fairly comprehensive, nationwide survey data.   One 
2020 study of 3,758 schools across the country, for exam-
ple, prompted those researchers to include the following 
statement in their summary commentary on 2018-2019 

data:  “…The good news is that 
promising tools and examples of 
success across a variety of contexts 
mean that time’s untapped poten-
tial could be the next major in-
novation in education…”  https://
unlockingtime.org/assets/Unlock-
ing-Time-Survey-Results-2-2020.
pdf 

End Notes
ii   For a detailed listing of many 
nuanced middle school scheduling 
scenarios identified over twenty 
years ago, check out Michael Ret-
tig’s “Designing Quality Middle 
School Master Schedules” (2000)
[https://schoolschedulingasso-
ciates.com/handouts/Middle-
School102408.pdf] 
iii   The full spreadsheet of sur-
vey responses can be found here:  
https://docs.google.com/spread-
sheets/d/1okCRYtSdMINPaAAF-
H2LhGQzGmpPafYdiTeQLUNZe-
6Us/edit?usp=sharing

iv   Many colleagues articulated 
program-enrollment challenges of 
the pandemic time.  The following 
testimony from a middle school 
string teacher echoes those sen-
timents:  “Enrollment went way 

down due to Covid - trying desperately to re-build now 
that we can visit elementary schools in person and have 
them come here for cluster concerts.”

v   in Abril and Elpus, “Who Enrolls in High School Mu-
sic?  A New National Profile.” In Teaching Music, April 
2020, vol. 27, no. 4, high schools nationwide reported 
higher average student-body engagement from choral 
programs--13% of students had been in HS chorus--than 
in band or orchestra.  
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vi   Once again, the full spreadsheet of survey respons-
es can be found here:  https://docs.google.com/spread-
sheets/d/1okCRYtSdMINPaAAFH2LhGQzGmpPafY-
diTeQLUNZe6Us/edit?usp=sharing

vii  The elimination of middle or high school chorus offer-
ings, in my opinion, should concern every single SCMEA 
member.  It is my fervent hope that colleagues throughout 
our organization engage in action-oriented conversations 
about this and related course-offering topics going for-
ward. While many districts’ resources remain strained in 
these times, there may be some leverage possible through 
the language of ESSA.  (Check out NAfME’s “Every-
thing ESSA” resources for helpful insights and discussion 
points: https://nafme.org/advocacy/essa/)   

viii   McMurphy, K. (2020) “The Effects of Block Schedule 
on Music Enrollment and Achievement: A Review of Lit-
erature”, unpublished manuscript.  For Mr. McMurphy’s 
complete document, contact him directly at: 
kolmanmcmurphy@lcsd56g.com

Colleagues, it is my sincere 
hope that some of the 

information and ideas shared 
in this status report may be 

useful in your ongoing, noble 
efforts.  Since collective 

conversations, idea-sharing, 
and advocacy are 

sustaining hallmarks of our 
profession, I am personally 

willing to present to the 
SCMEA Board your further 

thoughts, questions, and 
ideas on cross-divisional 

strategies towards increased 
student participation in all 

secondary musical offerings 
here in South Carolina. 

 Let’s have this important 
conversation—

feel free to contact me at: 
patrick.casey@scmea.net   
MUSIC, Ever Onward!

Upstate Sound
and Video

Multi-Camera Video of concerts, plays, 
marching events, chamber music, and more.

Top Quality Audio Recording
Live Streaming

(864) 621-6146

Professional Videography Services 
for the Performing Arts

www.upstatesoundandvideo.com
info@upstatesoundand video.com

Upstate Sound
and Video

Multi-Camera Video of concerts, plays, 
marching events, chamber music, and more.

Top Quality Audio Recording
Live Streaming

(864) 621-6146

Professional Videography Services 
for the Performing Arts

www.upstatesoundandvideo.com
info@upstatesoundand video.com

Upstate Sound
and Video

Multi-Camera Video of concerts, plays, 
marching events, chamber music, and more.

Top Quality Audio Recording
Live Streaming

(864) 621-6146

Professional Videography Services 
for the Performing Arts

www.upstatesoundandvideo.com
info@upstatesoundand video.com

2022 Fall Edition FINAL.indd   28-292022 Fall Edition FINAL.indd   28-29 8/24/22   12:48 PM8/24/22   12:48 PM



31FALL 2022 | www.scmea.netSouth Carolina Musician | Volume 76 30

OFFICERS
President: Joe Gulledge

Clover High School 
1625 State Hwy 55 E, Clover, SC 29710
W: 803-417-9782
joe.gulledge@scmea.net

Immediate Past-President: Michael Moore
Bob Jones University
1700 Wade Hampton Blvd., Greenville, SC 29614
W: 864-242-5100 ext. 2710
michael.moore@scmea.net

President-Elect: Colleen Marcou
Irmo High School
6671 St. Andrews Road, Columbia, SC 29212
colleen.marcou@scmea.net

Executive Director: Patricia S. Foy
Converse University
580 East Main Street, Spartanburg, SC 29302
W: 864-596-9172
patti.foy@converse.edu

ELEMENTARY DIVISION

President: Denise Thomas
Augusta Circle Elementary 
100 Winyah Street, Greenville, SC 29605
W; 864-355-1200; dethomas@greenville.k12.sc.us

Immediate Past -President: Tamara Willing Silva
Round Top Elementary
449 Rimer Pond Road, Blythewood, SC 29016
803-691-8676; email: tsilva@richland2.org

President-Elect: Meisha Whitlock
meisha.whitlock@spart1.org

GUITAR DIVISION

President: Benjamin Broughton
Dreher High School 
3319 Millwood Ave, Columbia, SC 29205
W: 803-253-7000; benjamin.broughton@richlandone.org

Immediate Past-President: L.H. Dickert
Winthrop University
W: 803-323-4617; dickertl@winthrop.edu

President-Elect: Chris Essig
Ben Lippen School
7401 Monticello Rd., Columbia, SC 29203
chris.essig@benlippen.com

HIGHER EDUCATION DIVISION

President: Patrick Casey
Newberry College 
2100 College Street, Newberry, SC 29108
W: 803-321-5634; patrick.casey@newberry.edu

Immediate Past-President: Susana Lalama
Converse University 
580 East Main Street, Spartanburg, SC 29302
W: 864-596-9121; susana.lalama@converse.edu

President-Elect: Rosetta Dingle
SC State University 
300 College Street NE, Orangeburg, SC 29117
W: 803-536-8886; rdingle@scsu.edu

ORCHESTRA DIVISION

President: Erik Hines
Sumter High School 
2580 McCrays Mill Road, Sumter, SC 29154
W: 803-481-4480: erik.hines@scmea.net

Immediate Past-President: Ginger Greer
Byrnes High School 
150 East Main Street, Duncan, SC 29334
W: 864-949-2355; ginger.greer@spart5.net

BAND DIVISION

President: Chuck Deen 
North Augusta High School
2000 Knobcone Ave, North Augusta, SC 29241
W: 803-991-3252; cdeen@acpsd.net

Vice-President: Chaz Paxton
D.W. Daniel High School
140 Blue & Gold Blvd, Central, SC 29630
W: 864-397-2921; charlespaxton@pickens.k12.sc.us

 President-Elect: Leslie Gilreath
Summerville High School
1101 Boonehill Road, Summerville, SC 29483
W: 843-873-6460; dgilreath@dorchester2.k12.sc.us

CHORAL DIVISION

President: David Richardson
Summerville High School
1101 Boonehill Road, Summerville, SC 29483
W: 843-873-6460; drichardson@dorchester2.k12.sc.us

Immediate Past-President: Nikki Belch
West Oak Middle School
501 Westminster Highway, Westminster, SC 29639
W: 864-886-4525; lbelch@5doc.org 

President-Elect: Maurice Burgess
Gregg Middle School
1011 Beech Hill Rd., Summerville, SC 29485
W: 843-871-3150; maurice.burgess@gmail.com

South Carolina Music Educators Association
2022-2023 Officers of the Executive Board

COMMITTEE CHAIRS
Administrative Representative: TBA

Awards Committee Chair: Michael Moore
Bob Jones University
1700 Wade Hampton Blvd., Greenville, SC 29614
W: 864-242-5100 ext. 2710; michael.moore@scmea.net

Collegiate Membership Chair: Christopher Hansen
Anderson University 
316 Boulevard, Anderson, SC 29621
W: 864-231-5542; chansen@andersonuniveristy.edu

Collegiate Membership President: Will Ellison
Winthrop University
129 Conservatory of Music, Rock Hill, SC 29733
wrellison22@gmail.com

Editor, South Carolina Musician: Jake Henjes
Gregg Middle School 
500 Greenwave Boulevard, Summerville, SC 29483 
W: 864-706-4240; jake.henjes@scmea.net

Education Associate: Roger Simpson
SC Department of Education 
1429 Senate St., Columbia, SC 29201 
W: 803-734-0715; rsimpson@ed.sc.gov

Government Relations Chair: TBA

Historian: Tom Finigan
Colleton County High School 
150 Cougar Nation Drive, Walterboro, SC 29488 
W: 843-492-0024; TFinigan@lowcountry.com

Membership Chair: Christi L. Lewis
WJ Keenan High School
361 Pisgah Church Rd., Columbia, SC 29203
W: 803-714-2500;  93akaviolin@msn.com

Multicultural Committee Chair: Christopher Leysath
cleysath@acpsd.net

South Carolina Music Educators Association
2022-2023 Officers of the Executive Board Continued

Conference Chair: Alexis Hatch
CE Williams Middle School South Campus 
3090 Sanders Road, Charleston, SC 29414
alexis.hatch@scmea.net

Equipment Chair: TBA

Events Marketing Coordinator: Lisa M. Rayner
Pontiac Elementary School
500 Spears Creek Church Road, Elgin, SC 29045
W: 803-699-2700 Ext. 81682; lrayner.scmea@gmail.com

Exhibits Co-Chair: C. Phillip McIntyre
cphilmcintyre@aol.com

Exhibits Co-Chair: Matt Roper
Roper Music
753 E. Main St, Suite 106, Spartanburg, SC 29302
W: 864-542-2263; matt@theropercompany.com

CONFERENCE COMMITTEE

Music Industry Representative: Matt Roper
Roper Music 
551 E. Main Street, Suite 106, Spartanburg, SC 29302
W: 864-542-2263; matt@theropercompany.com  

Parliamentarian: Lisa Rayner
Pontiac Elementary School
500 Spears Creek Church Rd, Elgin, SC 29045
W; 803-699-2700 x.81682; lrayner@scmea.net

Retired Member Chair: Edna Grace
ivygirllc1@gmail.com

Special Learners Chair: Lisa Hastings
Woodmont Middle School
325 N. Flat Rock Road, Piedmont, SC 29673
W: 864-355-8567; lhastings@greenville.k12.sc.us

Tri-M Music Honor Society Chair: Mary Lou Schweickert
mlschweickert@gmail.com

Technology Chair/Webmaster: Ryan Tinker
Northwestern High School
2503 W. Main Street, Rock Hill, SC 29732
W: 803-984-2175; webmaster@scmea.net

President-Elect: Allison Key
McCracken Middle School 
50 Emory Road, Spartanburg, SC 29307
W: 864-594-4457; Allison.key@scmea.net

PIANO DIVISION

President: Hunter Cox
Jackson High School
6925 Kershaw Camden Hwy, Kershaw, SC 29067
W: 919-478-8603; joseph.cox@lcsd.k12.sc.us

President-Elect: Andrea Quinn
James Island Charter High School 
1000 Ft Johnson Rd, Charleston, SC, 29412 
W:843-762-8295;  andrea_quinn@charleston.k12.sc.us

2022 Fall Edition FINAL.indd   30-312022 Fall Edition FINAL.indd   30-31 8/24/22   12:48 PM8/24/22   12:48 PM



South Carolina Musician | Volume 76 32

If you are interested in 
submitting an article or 

purchasing an advertisement, please 
reach out to Jake Henjes at 

jake.henjes@scmea.net
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