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T he musicians of the Toledo Symphony Orchestra 
(TSO) are thrilled to rejoin ICSOM after over 30 years 
with the Regional Orchestra Players Association 

(ROPA). Our return to ICSOM 
is a milestone in an era of 
growth for the orchestra.

Led by Music Director Alain 
Trudel, the TSO presents regu-
lar Masterworks (mainstage 
classical), Pops, Family, and 
Chamber concert series, as 
well as various neighborhood 
and regional concerts around 
Toledo and throughout North-
west Ohio. The TSO’s main 
performance venue is the Peri-
style Theatre at the Toledo 
Museum of Art, a Grecian-in-
spired space that opened in 1933.

The Toledo Symphony Orchestra was founded in 1943 as 
the Friends of Music, comprised of just twenty-two part-time 
musicians. The Toledo Orchestra Association was incorpo-
rated in 1951 to manage the TSO. Over time, the organization 
expanded to include music education with the Toledo Sym-
phony School of Music and the Toledo Symphony Youth Or-
chestras. The TSO was a member of ICSOM from 1977 until 
1987, when it joined the then-nascent ROPA. During this 
first period of membership, ICSOM supported the musicians 
in bargaining higher pay, expanded service guarantees, and 
protections against musician non-renewal.

Recent artistic endeavors of the TSO include a Carnegie 
Hall performance in 2011 and a complete cycle of Anton 
Bruckner’s symphonies, completed in 2015. TSO musicians 
have performed in a series of chamber music marathons, in-
cluding the complete Shostakovich String Quartets, a Bach 
Around the Clock 24-hour marathon, and most recently the 
complete Beethoven String Quartets performed over a single 
day. In 2024, the TSO celebrated the total solar eclipse that 
passed over Toledo with The Orchestra’s Guide to the Galaxy, 
which paired Gustav Holst’s The Planets with a commis-
sioned work from the ADJ•ective Composers’ Collective ti-
tled …of the spheres… This commission was supported by a 
National Endowment for the Arts grant and the University of 
Toledo Department of Physics and Astronomy, which con-
sulted with the composers on scientific aspects of the planets 
to inspire their work.

The Toledo Symphony Orchestra maintains many local 
and regional community connections, including Young Peo-

ple’s programming for the Toledo Public Schools and other 
local schools. The TSO has featured many Ohio-native 
artists, including Jan Dan, Girl Named Tom, and Oliver Haz-
ard, and starting in 2012, the TSO has partnered with Bowl-
ing Green State University to hold annual readings of student 
compositions. Orchestral composers are invited to observe 
the reading and give masterclasses to the students—past 
guest composers include Chen Yi and Christopher Theofani-
dis.

In 2019, the TSO’s managing organization, the Toledo Or-
chestra Association, merged with the Toledo Ballet to form a 
new multi-disciplinary arts organization called the Toledo 
Alliance for the Performing Arts (TAPA). TAPA administers 
the Toledo Symphony Orchestra, Toledo Symphony School 
of Music, Toledo Symphony Youth Orchestras, Toledo Ballet, 
and, starting in 2024, the Toledo Jazz Orchestra. This year 
marks the opening of the Toledo Center for Live Arts, a state-
of-the-art building which brings TAPA’s administrative and 
education operations under one roof. Also in 2025, TAPA re-
branded with a new name, Live Arts Toledo.

Today, the TSO is an ensemble of 71 professional musi-
cians, represented by the Toledo Federation of Musicians, 
AFM Local 15-286. Several current and retired musicians of 
the TSO serve as officers and board members of our Local. 
Rejoining ICSOM became a shared goal between musicians 
and management, with eligibility clinched in a historic five-
year agreement signed in 2024, with wage increases totaling 
40% and expansion of the core complement.

From the Friends of Music to an expansive organization in 
Live Arts Toledo, the Toledo Symphony Orchestra’s story is 
one of growth, renewal, and transformation. Returning to 
ICSOM is powerfully symbolic of the TSO musicians’ own 
growth as a body of working professionals. We are very grate-
ful to ICSOM for the warm welcome back, and we know 
ICSOM will be an invaluable resource as we continue for-
ward.

Special thanks to Third Horn Emeritus Alan Taplin, Prin-
cipal Second Violin and Artistic Administrator Merwin Siu, 
and Marketing Manager Emily McCready for their assis-
tance researching this article. 

Toledo Symphony Orchestra Rejoins ICSOM
By Laura Longman, Toledo Symphony Orchestra Delegate
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Chairperson’s Column
Finding Our Place in a Changing World
By Keith Carrick

T he world today feels more confusing and chaotic than 
ever. We worry about the future of our jobs when man-
agement talks about changes in  philanthropy, shifting 

ticket-buying habits, and, once again, the need for a “new 
model.” More broadly, we won-
der what place symphony or-
chestras will occupy in a rapidly 
changing world.

In a landscape increasingly 
dominated by digital platforms 
and AI-driven media, I am, per-
haps counterintuitively, opti-
mistic. As more of our lives 
move online, and as it becomes 
harder to distinguish what is 
real from what is artificial, our 
communities will crave authen-
tic, unplugged spaces, places of 
genuine human connection and 
shared experience. If we make some smart decisions now, or-
chestras can play an ever more relevant role in the new world. 
This moment offers us an opportunity not only to remain rele-
vant but to strengthen our institutions and protect our jobs in 
the decades ahead.

One of the most important keys to surviving and thriving in 
the modern world is clarity about who we are and what we do 
best. Orchestras serve a specific and essential purpose, and it 
would be a serious mistake to lose sight of that by trying to com-
pete directly with the for-profit entertainment industry. Taking 
on excessive financial risk in the media space, or dramatically 
increasing pops and non-classical programming in an effort to 
keep up, risks blurring our mission beyond recognition.

At the root of everything we do must be symphonic art. Yes, 
we must balance budgets and generate revenue, but the founda-
tion of our work is artistic contribution, not entertainment for 
entertainment’s sake. Art and entertainment can and do coex-
ist, and the line between them may blur at times. But our com-
petitive advantage lies in what only we can offer: beautiful, live, 
symphonic music performed by human beings, in shared phys-
ical space. That is the market we are strongest in, and the one 
in which we are best positioned to compete.

Many of us hear repeatedly from management about the 
changing philanthropic habits of Millennials and Gen Z. This 
concern is real and supported by research. Younger donors are 
generally less inclined to give out of habit or tradition, and 
more motivated by authenticity, transparency, and visible com-
munity impact. They want to know that their support is making 
a real difference.

Meeting this moment requires more than new messaging; it 
requires real action. Orchestras that hope to attract and retain 
younger donors must actually be doing meaningful work in 
their communities. If our engagement is superficial or perfor-
mative, it will not succeed. Donors are perceptive, and they can 
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Re: The Library
by Nicole Jordan

When people think about an orchestra, they tend to think 
in terms of artistry: the musicians onstage, the conductor on 
the podium, the sound in the hall.

10/10. No notes.
But what’s often missed is 

that artistry doesn’t begin at the 
downbeat. It is shaped by an of-
ten overlooked infrastructure 
long before anyone walks on-
stage—through preparation, co-
ordination, sourced and shared 
materials, and thousands of 
small decisions that determine 
whether the music-making is 
coherent or chaotic.

The library of any ensemble 
lives where those two things 
meet.

It is both infrastructure and artistry—a system that sup-
ports the mechanics of our organizations while directly influ-
encing how music is made. This is not a metaphor. It is a 
practical, musical reality. 

Now—when I say the words “the library,” what do you pic-
ture?

Pause.

If my experience is any indication, the answer I usually get 
goes something like “Oh! I didn’t know that was a job. I just 
thought musicians sat there and played the sheets in the 
folder.” To which I usually respond (with a wink and a smile) 
“Who do you think puts the sheets in there?”

Sometimes this is accompanied by a light laugh. Some-
times genuine surprise. Occasionally a look of horror, once 
the realization lands that yes, this is a real job—and no, 
putting the sheets in the folder is just one iota of a much larger 
job (and rarely the part causing the problems).

When I ask my playing colleagues, the answer is usually 
different. They tend to think I’m doing one or two things:

Bowings (because apparently the question of down versus 
up is never quite settled. Or maybe it is. Until it isn’t…), or 
beating up a photocopier. Which, I am—because really, why is 
it taking fifteen minutes to spit out a single page turn fix for 
someone who asked me for one minute before rehearsal 
started on Tony “Two Chins” Canoni™, my Audi Q5-sized 
photocopier?!)

…awkward pause

I don’t share this to shame anyone—including anyone who 
has ever uttered the words “we have some small bowing 
changes”—or Tony “Two Chins,” who chooses violence at the 
worst possible times. I share it because it’s revealing. Because 
what the library actually does sits much closer to the music 
making than most people realize. 

This is the part I spend a lot of time communicating to dif-
ferent groups—and once people see it and understand it, it’s 
hard to unsee it or misunderstand it.

What Librarians Actually Do
Librarians do not simply “hand out music,” a common mis-

conception. In reality, performance librarians, as we are prop-
erly titled, manage one of the most complex, high stakes 
workflows in any performing arts organization.

Across orchestras, opera companies, ballet companies, 
chamber ensembles, academic institutions, and bands, per-
formance librarians operate at the intersection of artistic 
planning, labor agreements, licensing, budgets, and time. 
Performance librarians:

• Secure, prepare, and maintain performance materials 
that comply with contractual, legal, and artistic re-
quirements;

• Track versions, cuts, edits, errata, and revisions 
across multiple works;

• Coordinate with conductors, directors, choreogra-
phers, soloists, guest artists, publishers, and com-
posers;

•  Ensure that all playing musicians are working from 
identical, accurate materials;

• Protect the organization from penalties, fines, and 
reputational risk; and

• Do this work under immovable and often compressed 
deadlines, frequently with incomplete or shifting in-
formation all while being short-staffed.

But there is another layer of the work that is often invisible 
and deeply musical.

Performance librarians must possess enough instrumental 
and theoretical knowledge to effectively “play” every instru-
ment in the ensemble on paper. Not to perform it, but to un-
derstand what is physically, technically, and musically 
possible (and what is not). This means recognizing range is-
sues, transposition errors, awkward or non-existent page 
turns, impossible doublings, missing cues, impractical layout, 
and notation choices that may look fine on a full score but fall 
apart at the stand. Sometimes it means catching problems 
early and quietly fixing them. Other times, it means calling a 
publisher or a composer and asking hard questions. And ev-
ery so often, it means gently explaining: that an oboe cannot 
play a low A, and a bass clarinet does not read alto clef.

*rubs temples*

This work directly affects whether the music onstage is 
playable and can be rehearsed by the playing musicians per-
forming it. That is not clerical labor. That is musical judgment 
and expertise—obtained through music degrees (usually per-
formance degrees, as there is no school or program that 
teaches this specialized work)—exercised in service of the en-
semble. I make these decisions every day, with real people 
waiting on the other side for answers (and their music) and 
there are real serious consequences if I choose wrong.

In a system where time is money, this matters.
Most professional ensembles rehearse a program on a 

truncated timeline as a unit. From a symphony orchestra per-
spective, it’s often two to five rehearsals totaling around eight 
hours. That is not a lot of time to perfect core repertoire or 
newly commissioned works. Every minute spent correcting 
wrong notes, missing cues, mismatched parts, or unplayable 

Photo Caption

The Library continues on page 6
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The Art of Organizing
by Brian O. Shepherd

Editor’s note: Sometime last year my friend Campbell 
MacDonald and I were discussing our experience serving in 
our union—what we have learned over the years, what has 
worked for us (and what hasn’t), where we go for inspira-
tion, etc.

Eventually, Campbell pointed me towards an article by 
Brian O. Shepherd, originally published on Substack in 
Labor Politics and later reprinted in Labor Notes. Brian was 
the lead organizer for United Auto Workers in their attempt 
to secure representation for Mercedes-Benz workers in 
Vance, Alabama, and in the article he describes some of the 
techniques for effective organizing that he has learned 
through his experience.

Brian’s article made an impression on me at that moment, 
and I find myself coming back to it when I feel like I need a 
pep talk—so much so that I asked the editors at Labor Notes
(and Brian) if I could reprint the article in Senza Sordino. 
Hopefully, the techniques described will resonate with you as 
they have with me.

The following article was originally published in the Sub-
stack Labor Politics and is presented here with permission.

Organizing isn’t just a science, it’s also an art. Normally the 
latter is passed on through phone calls, debriefs, meetings, 
and late-night shit talk. This is an attempt to share with the 
next generation of union organizers some of those lessons 
learned along the way, some in victory, some in defeat. None 
of this is new. None of this is mine.

I certainly don’t have the answers, I just know it’s some-
thing that I’ve given my life to over the past quarter of a cen-
tury. The art requires staying close to the ground where 
people are—and that’s messy. It requires us to relate to others, 
take chances, innovate, all while asking the hard questions of 
others and ourselves.

All of it is simple. None of it is easy.
—Brian O. Shepherd, United Auto Workers organizing di-

rector and lead organizer supporting Mercedes workers in 
Vance, Alabama. June 3, 2025.

The Art of Organizing 
1) Be Quiet

After you have asked a question, be quiet and just listen.

2) Stop Being Weird
It’s not what you are saying, it’s how you are doing it. Stop 

being weird.
Organizers can easily get lost thinking about what’s the 

right question to ask or what is the right combination of words 
that will push this worker to make a decision. Not that it 
doesn’t matter, but most of the time it’s the non-verbal cues or 
delivery that people are reacting to more than what you’re ac-
tually saying.

If you’re talking really fast, and trying to bombard people 
with information, you’ve already set yourself up for the other 
person to put up some unnecessary barriers. Slow things 
down, be confident and speak calmly and you will notice that 
people will respond differently.

3) Trust Workers
Sounds simple, right? But how often do we go into conver-

sations, meetings or campaigns with a predetermined plan 
and outcome?

There are three characteristics that organizers need to keep 
front and center when helping workers build organization:

• Workers have the power to decide WHAT the prob-
lem is.

• Workers must have the power to decide HOW to solve 
those problems.

• Workers have the power to ACT on implementing the 
solutions to those problems.

There are systemic structures that prevent working people 
from acting on any of those three things. A large part of our 
role as organizers is to help people identify and break through 
the barriers our system has set up. When we get workers to 
“buy in” to a plan, it sets us up as yet another way to take 
agency away from people.

4) Workers Want Recognition
Workers need bread, but they need roses too. Labor unions 

generally focus on negotiating wages, benefits, fair work rules, 
and safety. That’s all very essential. But one thing we often fail 
to do is acknowledge workers’ need for recognition. People 
have dreams and values, along with a desire to be respected 
and to connect to others. This is why technical organizing will 
only get you so far—building something sustainable requires 
deep relationships.

5) Organizers Are Scouts
In any workplace, there are going to be a small number of 

people that support the union no matter what. Getting those 
people on board is not organizing, that’s mobilizing.

The fundamental responsibility of an organizer is to iden-
tify, recruit, and develop leaders—people who can bring along 
and persuade others. That’s who you need to win hard fights 
and to sustain shop-floor power.

An organizer does not provide services. Effective organiz-
ers wake up each morning and go to sleep each night thinking 
about finding, engaging, training, supporting, and agitating 
leaders. All that really means is that you’re challenging a per-
son to act on behalf of themselves and their coworkers.

6) Get Over Your Ego
Recognizing the dilemma you are facing is one of the most 

important mental aspects of improving at union organizing. 
Most people’s egos won’t allow them to be humble enough to 
recognize the problem in front of them. If you think you al-
ways have all the answers you tend to stick with formulas that 
worked before but might not work today.

7) Be Curious and Listen
As organizers we lead with empathy and curiosity to learn 

as much information as possible about what the other per-
son’s experience has been. It sounds really easy to do but is 
also the place where organizers stumble the most.

If we lead with the solution—that if they organize they will 
have more power and more rights—we lose people because we 
are going outside of their experience. Organizers listen, then 
propose that to fix the raised issues, they have a choice to act 
or not.
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8) Organizing is Relationships
Relationships lead to organizing. Issues alone lead to tasks.

9) Look For Opportunities
  Seeing opportunities while most people are simply not pay-

ing attention to details, or are just plain unaware, is what sep-
arates a good union organizer from everyone else.

10) Fear is the Obstacle
A big part of what organizers do is help teach worker lead-

ers to overcome the fear of standing up to the boss. And even 
more than that, most fear actually comes from the fear of re-
jection—doing a leaflet at shift change, talking to a coworker 
about signing a card, facilitating a meeting of coworkers, etc. 
So we have to get people more angry than afraid.

11) Don’t Talk From a Script
A good organizing conversation isn’t you being a little ro-

bot reading a script. The following framework, developed 
from the United Farm Workers, is more helpful:

• A: Anger, turn fear into courage
• H: Hope, turn despair into possibility
• U: Urgency, it’s waited long enough
• Y: You, can make a difference

At the same time, organizing conversations are intentional 
and not just a complaint session or therapy. They have to be 
about specific goals:

• Identify what issue this person cares about
• Identify if they have leadership potential
• Connect them with a plan of action
• Get them to commit

12) Cards Are Unreliable
Union authorization cards are a very unreliable indicator 

of where your support is at during an organizing drive. They 
are one measure of support at a particular moment in time.  
What matters significantly more is the deep relational orga-
nizing that comes through identifying recruiting and training 
leaders—and then being public about that support in the face 
of opposition from the employer.

13) Don’t Be Afraid to Lose
The labor movement has lost our organizing muscle; fail-

ing is a part of the process to get it back. Most unions aren’t 
even trying because they are so afraid of losing.

14) Take A Breath
Organizers tend to run from one task to another. Take a 

second to stop and take a breath. Make a plan to have a few 
extra moments to just be. Take that call and do a lap in the 
parking lot. Look for opportunities to meet with your team-
mates outside and take in the local scene.

Twenty years ago a veteran organizer told me “if you are 
constantly working yourself without taking even a moment to 
reflect and refresh, you aren’t able to be truly present in the 
work.” 

It’s not a new age or selfish self-care thing. It’s about giving 
yourself a chance to recover so that you can be more present 
and effective at your work.

15) Learn From the Past
Examine the past and learn from it. “The only right way of 

learning the science of war is to read and reread the cam-
paigns of the great captains.” — Napoleon

16) Don’t Fear Making Mistakes
Organizers often freeze because they are more worried 

about making a mistake than taking action. Organizers can 
only be forged through experience on the ground and intense 
self-reflection. Yes, you will not be good when you start, you 
will constantly make mistakes. Instead of letting insecurities 
take over, you learn from doing and reflection.

It’s easy to celebrate wins, good organizers never forget 
their losses. The key is to ask yourself the difficult questions, 
analyze what went wrong, then start looking for solutions so 
that you don’t find yourself stuck in the same situation the 
next time. This is true for a single phone call, a meeting with 
workers or an election campaign overall. It’s important to not 
get stuck in the analysis phase—learn your lesson and move to 
improved action as quickly as possible.

17) Keep Showing Up
No one ever really masters organizing, but that’s not neces-

sary. As an organizer you must constantly be developing your 
skills, increasing your abilities to be able to face the situation 
in front of you. It requires that you show up daily.

And there are going to be days (maybe weeks) where you’re 
not going to want to. Show up anyway.

18) Don’t Lose Hope
Organizers must recognize that hope can emerge out of 

difficult situations. Oftentimes it’s not even the opposition 
that gets to us. It’s that nagging internal voice where we put 
pressure on ourselves to do more or feel that we aren’t good 
enough or that we’re not making a difference. It can stop an 
organizer dead in their tracks, because it all seems so over-
whelming. No matter what disappointments we might have, 
we must refuse to lose hope. 

tell the difference between genuine commitment and box-
checking. Authenticity is not a branding exercise; it has to be 
earned.

So what does this mean for us as musicians, and for the 
union? How do we help shape a future that is both artistically 
meaningful and economically sustainable?

First, it means developing and maintaining open, regular 
lines of communication with our management and boards. 
When musicians are completely siloed from strategic discus-
sions, we risk learning about major initiatives only after deci-
sions have already been made. Staying engaged allows us to 
advocate for a vision of the orchestra that prioritizes commu-
nity impact and artistic integrity, ensuring that perspective is 
considered before plans are finalized.

Second, it means being willing to collaborate in specific 
ways. Musicians can and should be partners in education ini-
tiatives, community engagement efforts, and development 
events. Volunteering time and presence at community or 
donor events can strengthen relationships and reinforce the 

Finding Our Place continued from page 2

Finding Our Place continues on page 7
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passages is a minute not spent shaping sound, listening across 
the ensemble, and deepening the interpretation.

This is why materials need to be as close to perfect as possible, 
week in and week out. When the library’s work is done well, play-
ing musicians aren’t fixing the music. They’re making it instead. 
Less time spent stopping to correct what’s on the stand means 
more time spent doing what we all came here to do: diving into 
the art form we love.

None of this is abstract. It is measurable in rehearsal effi-
ciency, ensemble clarity, overtime avoidance, and trust.

The library is not an accessory to the artistic process. It is a 
load-bearing system within it.

Why “Othering” Librarians Hurts Everyone
In many organizations, librarians are treated as adjacent to 

(rather than part of) the bargaining unit’s core musical opera-
tions. This “othering” often shows up subtly, and sometimes not 
so subtly:

• Referring to the bargaining unit as musicians and librar-
ians, rather than recognizing that librarians are musi-
cians too, performing specialized musical labor in a 
different form

• Treating the library not as a section within the ensemble 
(as with percussion or keyboards), but as a separate 
“unit” expected to operate under different rules, stan-
dards, and protections

•  Deliberately classifying librarian positions as adminis-
trative and keeping them outside the bargaining unit, 
denying parity in compensation, benefits, protections, 
and workplace standards despite the musical and con-
tractual nature of the work

• Making decisions without library input, even when those 
decisions directly affect onstage work

•  Receiving late or partial information, compressing time-
lines and shifting unnecessary risk onto the library and 
its work flow

•  Imposing working conditions that are unreasonable or 
unsafe in order to favor convenience rather than necessity

•  Chronic understaffing, or the use of underpaid and/or 
non-bargaining-unit labor to perform work equivalent to 
that of bargaining unit members

• An assumption of no overtime pay, even when workload, 
deadlines, and last-minute changes make additional 
hours unavoidable

•  Framing library concerns as preferences, rather than as 
requirements rooted in musical, contractual, and practi-
cal reality

•  Speaking to librarians about what the library’s responsi-
bilities are, rather than engaging the library as musical 
colleagues with expertise in that work

•  Expecting the library to operate as a constant access ser-
vice: responsive at all hours on all days, regardless of 
staffing, scope, or sustainability

This framing is severely damaging—not only to librarians, but 
to the entire bargaining unit.

When Librarians Are Kept Out of the Bargaining Unit
Including librarians in the bargaining unit is not about special 

treatment. It is about equitable treatment: access to the same 

structural protections that define expectations and author-
ity, the same financial parity that reflects the scope and risk 
of the work, and the same moral support that affirms set-
ting boundaries as professionalism rather than defiance. 
When librarians receive that support, the entire bargaining 
unit is stronger. When librarians are excluded from the 
bargaining unit, they are not simply treated differently—
they are structurally disadvantaged. They are asked to 
shoulder the same musical responsibility, pressure, and 
risk, without the same protections, parity, or voice.

ICSOM recognized this clearly in conference resolutions 
in 1997 and 2018 supporting the inclusion of orchestra li-
brarians in the bargaining unit (see 1997 ICSOM Confer-
ence Resolutions, Senza Sordino Volume 35, October 1997
and Adopted Resolutions of the 2018 Conference, Senza 
Sordino Volume 56, Issue 3, October 2018, specifically, Li-
brarians in the Bargaining Unit). That resolution was not a 
symbolic one. It was an acknowledgment that library work 
is musical labor, and that excluding librarians from collec-
tive protections undermines fairness, sustainability, and 
unit cohesion.

I say this not theoretically, but from experience. I’ve 
done this work both inside and outside of a CBA and I can 
say, without any hesitation, that it is, hands-down, worse 
to do this work without being part of one. Without a CBA, 
boundaries blur. Expectations expand. Overtime becomes 
assumed. Protections become negotiable. A librarian’s 
work becomes at-will (and so does the librarian). The work 
does not get smaller. Rather, it gets heavier, lonelier, and 
more precarious. And when you try to stand up for yourself 
or for your section (particularly if you are the principal li-
brarian) that advocacy is often reframed as a personal flaw 
that “doesn’t reflect the values of the institution.”

You become:
“Difficult.”
“Hard to manage.”
“Not a team player.”
That reputation does not stay contained either. It is of-

ten deliberately circulated among multiple stakeholders in 
the organization—including staff, artistic leadership, the 
board, and playing musicians—causing reputational harm 
while quietly undermining credibility and isolating the 
very people trying to protect and support the work happen-
ing onstage. 

This isn’t by accident. It is a very predictable outcome in 
a system where authority is unclear, protections are thin, 
and boundary-setting is treated as disruption rather than 
professionalism. 

Including librarians in the bargaining unit does not 
eliminate disagreement. What it does is prevent account-
ability from being mischaracterized as insubordination. 
And it prevents some of the strongest advocates in the or-
ganization from burning out at best, and losing their jobs 
at worst.

Why This Also Matters for Substitute, Probation-
ary, and Marginalized Musicians

There are broader consequences to this kind of exclu-
sion that extend far beyond the library.

These same carve outs—treating certain workers as ex-
ceptions, governed by different rules and expectations, or 
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protected only by proxy—are what allow substitute musicians, 
probationary members, and underrepresented or marginalized 
colleagues to be treated poorly, even though they are nominally 
covered by the collective bargaining agreement.

Substitute and probationary musicians work under a CBA 
they did not negotiate, did not vote on, and often have no mean-
ingful voice in shaping. Probationary members, in particular, are 
members of the bargaining unit while still experiencing reduced 
security, heightened scrutiny, and pressure to not push back for 
fear of jeopardizing their tenure chances. For colleagues who are 
underrepresented or marginalized, these dynamics are often in-
tensified. 

The risk of being labeled “difficult,” “ungrateful,” or “not a 
good fit” carries additional weight when you are already navigat-
ing bias, isolation, or heightened visibility. In those early years 
and in those positions, silence is often celebrated as profession-
alism by those insulated from risk rather than recognized for 
what it more accurately is: a response to vulnerability. That dy-
namic should concern us. I recognize how this risk gets learned 
because I was one of those people and I’ve watched countless 
others learn, very quickly, where the risk actually lives. 

When sections of the ensemble are normalized as “other” (ex-
pected to absorb risk, accept last-minute changes, waive protec-
tions, or tolerate unreasonable conditions) that practice does not 
stay contained to just that section. It becomes precedent. What 
is first justified as an exception for one section quietly becomes 
a model for how others can, and should, be handled. Protecting 
librarians within the bargaining unit is not just about librarians. 
It is about resisting a framework where exclusion becomes nor-
malized, and where “temporary,” “adjacent,” or “special” roles 
are treated as expendable.

What becomes normal for one part of the ensemble eventually 
becomes normalized for the body as a whole.

Infrastructure Requires Authority, Not Just Goodwill
Libraries do not function on vibes. They function on:

• Clear processes
• Early and accurate information
• Enforceable boundaries
• Organizational authority to say “no” when necessary 

and reasonable

When librarians are asked to operate without that authority, 
or are undermined when they exercise it, the system degrades. 
Over time, preventable problems become normalized, and ex-
pertise is quietly discounted. This is not a personality issue. It is 
a governance issue that directly affects music-making.

Why This Matters for ICSOM Advocacy
ICSOM advocacy is, at its core, about protecting musicians’ 

work, time, and dignity. That mission succeeds best when struc-
tural, financial, and moral support exist not only for all members 
of the bargaining unit but also for those whose roles receive less 
support under the CBA (such as substitutes and extras), and for 
those whose work—and working conditions—belong within the 
bargaining unit but remain excluded or not addressed (i.e., the 
librarians). This means advocating for systems where librarians 
are included, informed, and empowered—not treated as a sepa-
rate unit or an afterthought. It means recognizing that informa-
tion flow, authority, and early involvement are not privileges, 
but necessities for the music to function.

Financially, it means defending parity: fair compensa-
tion, benefits, and overtime protections that reflect the re-
ality of the work. Advocacy loses credibility when musical 
labor is celebrated rhetorically but discounted economi-
cally.

Morally, it means something just as important: backing 
each other publicly and privately. It means resisting narra-
tives that frame boundary setting as being “difficult,” or 
professionalism as a lack of flexibility. It means not insist-
ing that librarians accept less—or accepting mediocre 
terms on their behalf—to appease those advocating for un-
fair conditions and practices. It means understanding that 
when one part of the bargaining unit is isolated or discred-
ited, everyone becomes more vulnerable. When work is in-
visible, it is also easy to misclassify—and misclassification 
has consequences for the library and beyond.

Libraries do not exist outside the music. Librarians do 
not exist outside the unit. Substitutes, probationary mem-
bers, marginalized colleagues, and playing musicians do 
not exist outside the consequences.

Infrastructure is not separate from artistry. It is how 
artistry holds together.

Next in the Series, Article II: “Re: Precedent—When 
Flexibility Becomes Exposure” 

orchestra’s role as a part of the community. None of this is 
new, and many orchestras already do this work well. But if 
these efforts have stalled or never fully taken hold in your 
group, now is the time to recommit. The long-term health 
of our institutions may depend on it.

Third, musicians and committees should feel empow-
ered to ask thoughtful, strategic questions, especially 
about projects that require significant investments of time 
and money. Does the orchestra need another costly record-
ing project? Or would those resources have a greater im-
pact if directed toward a community concert, an education 
program, or deeper local engagement? For every major ini-
tiative, it is reasonable to ask: What is the goal of this 
project? How does it advance our strategic plan? How does 
it position the orchestra for future success?

Most organizations already engage in strategic plan-
ning. Musicians deserve to understand that plan and to ask 
how proposed projects fit within it.

Finally, we must be clear about the limits of collabora-
tion. Working together does not mean abandoning ac-
countability. Musicians are not employed to do 
management’s jobs for them, and the complexity of the 
modern world is not an excuse for stagnation. We should 
expect good leadership, sound decision-making, and real 
progress, and we should not be asked to accept substan-
dard wages, inadequate benefits, or diminished working 
conditions because “times are hard” or “the market is 
changing.”

The future of orchestras will not be secured by fear, re-
treat, or dilution of our mission. It will be secured by clar-
ity of purpose, genuine community engagement, smart 
strategy, and musicians who are fully engaged in shaping 
that future. 

Finding Our Place continued from page 5
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Toledo Symphony Orchestra
Then and Now

The Toledo Symphony Orchestra’s sixth Music Director, Yuval 
Zaliouk, who led the orchestra from 1980 to 1989, conducts the 
orchestra in this archival photo from the 1985–86 season, 
during the TSO’s previous ICSOM membership.

Toledo Sym
phony Orchestra

The Toledo Symphony Orchestra performs under the direction of 
current Music Director Alain Trudel in the Peristyle Theater 
during the 2023–2024 season.
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