
Michigan Music

v. 52, no. 1 fall 2014
Official Publication of the Michigan Music Education Association

Educator



Greetings! I am excited and honored to serve as editor 
for the Michigan Music Educator (MME), and I look 
forward to working with the Michigan Music Educa-
tors Association (MMEA) to provide our readers with 
a quality state journal. My thanks to colleagues Col-
leen Conway, Lisa Furman, and Marie McCarthy for 
serving as guest editors during the past year allowing 
me to clear my plate in preparation for taking on the 
new responsibilities as journal editor. Thanks also to 
previous editors for setting the bar high – the MME is 
a publication to be proud of! Finally, thanks to Cory 
Michael-Mays, executive director for MMEA, for his 
patience and assistance guiding me through this first 
issue.

The MME, the official publication of the Michigan 
Music Educators Association, serves music educators 
throughout the state. The purpose of the journal, of 
course, is to offer articles that inform, communicate, 
provoke, challenge, inspire and uplift. The journal in-
cludes regular columns for general music, instrumen-
tal, and vocal/choral teachers in addition to publishing 
featured articles intended to stimulate thinking, share 
knowledge, and raise awareness of critical and timely 
issues. The journal also publishes rotating columns 
focusing on a wide array of topics: technology, spe-
cial learners, higher education (SMTE), early child-
hood, adult learners, policy and advocacy, cultural 
diversity/urban issues, world/ethnic music, composi-
tion, and jazz. 
The journal is published thrice yearly – in the fall, 
winter, and spring/summer, both online and in print. 
It is my hope that you, our readers, will find nourish-
ment or “food for thought” in each issue of the MME.

In this issue you will find a variety of articles. While 
there was no attempt to provide a unifying theme or 
“special focus” issue, the need to consider our respon-
sibilities as educators, and to take action for the bet-
terment of our profession and ultimately the students 
we teach, appears as a recurring theme. I am remind-
ed of the discussion held last week in my Introduction 
to Music Education class where we explored what it 
means to be a member of a profession. The dialogue 
focused on responsibility, acting with integrity, ethical 
behavior, and working together for the greater good. 
These characteristics make us strong and give mean-
ing to what we do. They are one of many reasons I am 
proud to be a music educator. 

This past June marked an important “first” for music 
education in Michigan. The Michigan Partnership 
for Music Education Policy Development (PMEPD) 
hosted a summit meeting for educators and policy 
makers to initiate dialogue amongst all stakeholders 
regarding educational policy and its effect on music 
education. Ryan Shaw, editor for the policy and advo-
cacy column, reports on this seminal event. Two top-

ics, teacher evaluation and the need for a state policy 
mandating elementary general music, were the focus 
of conversation. Senator Rebekah Warren, one of the 
invited speakers, reminded us of our responsibility 
for bringing our concerns to lawmakers. Our voices 
must be heard before we can hope for change. In a 
related article, Andrea VanDeusen shares PMEPD 
founding member Colleen Conway’s perspectives 
on policies and strategies for promoting the needs of 
music education. Conway emphasizes the importance 
of continued advocacy for music education. While 
organizations such as PMEPD serve as advocates for 
music education at the state level, Conway points out 
that efforts at the grass roots level are equally as im-
portant, a call to action echoed by MMEA President, 
Kelli Graham. (See the President’s Message in this 
issue). These articles highlight the need for action, 
both individually and collectively, in order to effect 
positive change.

Cynthia Taggart’s article, Room at the Table, a reprint 
of her keynote address for the Research Symposium 
hosted by the Michigan Music Conference in Janu-
ary, speaks about the value of using multiple research 
paradigms to investigate pressing issues. Taggart’s 
emphasis on the need for all music educators to ask 
and answer questions resonates with Senator Warren’s 
reminder that as music educators, our responsibilities 
extend beyond our classroom. As professionals, we 
strive to improve, to learn, and to stretch ourselves, 
and our students. 

As the academic year kicks in, those of you seek-
ing inspiration, words of wisdom, or just some fresh 
ideas will want to check out the journal’s regular 
columns. Looking for something new to use in your 
general music classes? Veteran teacher, Kathy Fox, 
shares her experiences teaching ukulele in the general 
music class. In promoting the ukulele as a classroom 
instrument Fox discusses benefits and challenges 
while offering suggestions for getting started. In the 
Choral Musings column, Chuck Norris reminds us of 
the importance of selecting repertoire that stimulates 
musical growth for singers and conductor. To illus-
trate his ideas, Norris takes us straight to the music, 
using exemplars from choral standards. Adam Kruse, 
editor for the instrumental column, shares with us a 
reprint from Robert Woody’s Blog. Woody challenges 
us to pay attention to the value of using accurate and 
specific feedback to promote learning in our classes 
and rehearsals.  

In closing, I want to wish you all a successful and 
productive year. If you have suggestions for topics, 
content or the structure of the MME, I would appreci-
ate hearing from you. Your feedback matters!

Abby Butler, EditorFr
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Dear Esteemed Music Education Colleagues,

Hello. My name is Kelli Graham and I am very 
excited to serve as the new MMEA President. 
Our association has seen much growth in the 
past two years under the leadership of Christina 
Hornbach and I want to thank her for all that she 
has done for MMEA. One of her biggest goals 
was to increase membership and create a stron-
ger network of music teachers within MMEA. 
In my two years as President I would like to 
continue the momentum gained through the 
membership campaign, providing even more for 
Michigan music educators.

As I write this column, summer is nearing its 
end and teachers throughout Michigan are busy 
setting up their classrooms, revamping curricu-
lum and creating new lesson plans for their stu-
dents. While many people think teachers have 
the entire summer “off,” I know that each of you 
have been busy attending workshops, webinars, 
and taking advantage of other professional de-
velopment offerings. These efforts all serve to 
provide a better experience for students in our 
classrooms. As music teachers we understand 
the value of music education for our students, 
but we must also remember to share this pas-
sionately outside our classrooms. Therefore, 
MMEA is beginning to ramp up its advocacy 
efforts. 

In June, with Cory Micheel-Mays (Executive 
Director, MMEA), and Andrew Keiser (NAfME 
Collegiate member), I had the opportunity to 
meet with state legislators to advocate for the 
importance of music education in the schools 
in Michigan. As part of NAfME’s Hill Day, 
NAfME leaders in music education from around 
the country visited lawmakers in Washington, 
D.C. with a unified message: Music education 
needs to remain a core subject in school as part 
of a child’s development and needs to be a prior-
ity in education initiatives and policies. It is our 
hope that this message was received and that 
lawmakers will keep music students and music 
educators in mind when working on policies 
that may affect education. As part of a national 
push toward greater advocacy for music educa-
tion, MMEA will soon unveil new statewide ad-
vocacy efforts. I urge you to be an active voice 
for music education in your community and at 
the state and national levels.  Be sure to read 
our regular advocacy email updates, check our 

website for important updates and review all 
NAfME correspondence regarding national ad-
vocacy efforts. 

Also while at the National Assembly in June, 
I attended presentations unveiling the New 
National Core Arts Standards. If you have not 
yet checked them out, I encourage you to do 
so (http://nafme.org/standards). They are orga-
nized into four main components: Creating, Per-
forming, Responding, and Connecting. Anchor 
Standards, Enduring Understandings, and Spe-
cific Grade Level Tasks are identified and then 
aligned with each of the four components.  The 
1994 National Standards have been re-imagined 
and will be a valuable tool for teachers in Michi-
gan and around the country.  Check them out 
today!

I look forward to seeing all of you at the various 
upcoming MMEA events, such as the 2nd annu-
al Elementary General Fall Workshop, the new 
Elementary Honors Choir, regional elementary 
choral festivals, FAME Workshops, and more! I 
wish you all the best of the luck in the 2014-15 
school year.  Students all around Michigan are 
very fortunate to have such dedicated teachers 
like you.

Kelli Graham
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We seek articles on special focus topics and other articles as 
they relate to broader areas of music teaching and learning. 
The editorial board urges readers to submit articles pertain-
ing to these topics and encourages this important profes-
sional development activity for all members. Articles may 
be authored or co-authored, address other relevant topics/
areas (see columns listed below), and may be considered at 
any time. Submitted articles will be peer-reviewed by the 
editor and editorial board members with editing and produc-
tion in process for 5 to 6 months ahead of the publication 
date. See the published Guidelines for Contributors for fur-
ther information.

Articles may be submitted for consideration in our
regular columns:
• Higher Education (SMTE)  	 • Instrumental Corner
• General Music (SGM)	• Lesson Plan Corner
• Choral Musings

Articles may be submitted electronically to the
ExecutiveDirector: Cory Micheel-Mays,
cmicheelmays@sbcglobal.net
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Vernacular Music in the Classroom: 
Creating a Bi-Musical Culture

As a young child, Gary sat on the kitchen floor 
banging pots and pans together and singing 
nonsense songs about items and people in the 
room.  As he grew older, he began plucking and 
strumming the strings of his guitar, trying to 
play along with his favorite songs on the radio.  
These early moments began shaping a love for 
music that eventually led him to participate in 
school music ensembles.  

In elementary school, Gary’s music teacher 
helped him make sense of strange symbols on 
his page and develop his embouchure tech-
nique, fingerings, and tone production.  Even 
though this is not what originally made him pas-
sionate about music, Gary wanted to perfect the 
skills that the educator emphasized.  He took his 
instrument home, but instead of practicing the 
music for class, he secretly improvised melodies 
over his favorite song by The Dave Matthews 
Band.

By high school, he had come to realize that the 
musical skills he used at home were not used 
in school, creating conflicting definitions of 
“school music” and “his music” firmly in his 
mind.  However, Gary understood the worth 
and necessity of his school music activities, so 
he continued performing in the school ensem-
bles.  After much thought and discussion with 
his parents, Gary decided to enter college as a 
music education major.  He went through many 
methods courses, practica, and student teaching 
placements, studied his texts and mimicked his 
cooperating teachers.  After classes were done 
for the day, Gary could be found collaborating 
with friends in a rock band while composing 
original music together without using any writ-
ten notation.  

In his first teaching job, Gary found himself 
helping his young instrumentalists make sense 
of the strange symbols on their page and per-
fecting their embouchure technique, fingerings, 
and tone production; recreating his experiences 
as a music student and teaching to his current 
school district’s expectations and assessment 

model.  He began to realize that he was not 
teaching the skills he uses in his music making 
outside of his classroom walls.

Gary contacted his vernacular musician friends, 
and asked them about their school music experi-
ences.  He was shocked to find that their formal 
music education experiences either left them un-
satisfied to the point where they eventually left 
the school program altogether, or they found the 
environment unwelcoming and never partici-
pated in the first place.  Many of them regret-
ted not taking part in the formal music program 
saying they now understood the value of read-
ing notation, learning additional instruments, 
understanding different styles of music, chord 
choices, and proper form.

Reexamining his own classroom, Gary begins to 
wonder what student needs he has neglected in 
his teachings. Perhaps he also has left students 
unsatisfied with their music education experi-
ence.  He understands that there is a value to 
both of these musical worlds, and as an educa-
tor who strives to help his students become qual-
ity music makers, he begins asking himself, “Am 
I truly fulfilling that goal if I am ignoring skills 
found in the popular music making world?” 
Gary thinks about the skill sets he uses outside 
of the classroom walls that enable him to impro-
vise, compose, and arrange music for his band. 
As he begins designing lessons that include ver-
nacular music making methods he realizes he 
is on his own, since his undergraduate classes 
did not prepare him for this.  He asks himself 
“How can I include authentic experiences in my 
classes that teach these vernacular skills?”

Educators are beginning to ask themselves this 
same question as they realize the importance of 
vernacular music making methods.  Researchers 
such as Lucy Green, Robert Woody, Sharon Da-
vis, and Shari Jaffurs have shown that not only 
are popular musician skills valid, but that these 
skills should have a place in our classrooms.  
Furthermore, teachers are encouraged to make 
their instruction of their students as authentic 

Mark C. Adams
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to the cultures as possible (Campbell, Scott-Kassner, 2002).  
Since the music, practices, and environment of popular mu-
sicians represent a type of sub-culture, teachers will need to 
learn more about vernacular music skills and strategies asso-
ciated with this musical culture.  In essence, music educators 
will need to become “bi-musical”, that is knowledgeable in 
the music of two musical cultures (Waldron, 2007).

Developing a classroom environment that authentically in-
corporates the methods and skills of a traditional (or for-
mal) classroom with those of the non-traditional (informal) 
vernacular culture can be difficult. Compared to traditional 
classrooms, members of non-traditional musical commu-
nities engage in what is sometimes called “informal music 
learning practices,” where they largely teach themselves. 
There is no licensed music educator present to provide 
leadership or feedback; instead, non-traditional musicians 
are encouraged and helped by peers and family members 
(Green, 2002; Jorgensen, 1997).  For music educators with 
a traditional or “classical” background, this means learning 
the skill sets and learning strategies used by nontraditional or 
vernacular musicians.  It also means rethinking their role in 
the music classroom, since the learning strategies employed 
by vernacular musicians are not teacher directed.

Skills and Learning Strategies
For many vernacular musicians, aural skills take precedence 
over reading traditional notation.  While some vernacular 
musicians read a form of notation such as tablature or chord 
charts, few read the sort of traditional notation often found 
in formal music classrooms.  Instead, many vernacular mu-
sicians strive to perfect “purposive listening,” where they 
listen to a recording or another player with the intention of 
fully recreating the melody, harmony, note durations and 
rhythm, timbre and other effects, as well as a given part’s 
role within the ensemble (Campbell, 1995).  While classi-
cally trained musicians sometimes feel “attached to the sheet 
music,” vernacular musicians tend to be more focused on 
the aural transmission of musical information (Green, 2002).  
Conversely, “ear-trained” musicians often regret having no 
formal notation training, as they cannot communicate with 
other musicians easily or preserve their own work (Rodri-
guez, 2004).

In addition to aural skills, vernacular music culture values 
peer-directed and cooperative learning, which obviously 
differs from the teacher-led instruction found in more tra-
ditional classrooms.  Just like traditional classrooms, many 
popular music groups work best when a leader teaches the 
rest of the band members; however, unlike traditional class-
rooms, all members of the group are actively involved in 
discussing and experimenting with the music. Vernacular 
musicians tend to practice alone, but when the group gath-
ers together, a song leader (typically a lead singer, guitarist, 

or the one who selected the song being rehearsed) will take 
charge, making decisions and directing the rest of the band 
(Green, 2002; Campbell, 1995). Unlike traditional ensem-
bles, this leadership can be shared amongst the group, with 
members taking turns leading different songs.  This form 
of peer-directed learning encourages vernacular musicians 
to develop a variety of musical skills based on their unique 
roles as composers, arrangers, and performers (Boespflug, 
2004; Davis, 2005).

In the vernacular music culture, peer and self-assessment 
strategies take priority.  Although most popular style musi-
cians hold their own opinions highest in value, comments 
and criticism from band mates, audience members, friends 
and audio recordings all rank above teacher feedback (Leb-
ler, 2007).  In addition, many vernacular musicians use a 
variety of techniques to help with self-assessment, many of 
which include some method of audio or video recording.  
Using recordings at home, vernacular musicians incorpo-
rate purposive listening skills to improve their playing by 
mimicking what they hear in a recursive pattern of listening, 
playing, experimenting and assessing (Campbell, 1995).

The Educator’s Role
The typical vernacular music experience occurs without a 
music educator present.  Therefore, if we are to create an 
authentic informal music experience within a formal class-
room, the music educator must be willing to relinquish some 
control of the learning process and allow students to take 
charge.  Allowing students to be in control of their own 
learning for a portion of a rehearsal or class can be challeng-
ing for some educators.  However, there are many ways in 
which the music educator can still play an active role.
	
Foremost, it is important that the educator stays supportive 
and positive, especially when students involve themselves in 
more aural learning.  To avoid pitfalls, the educator should 
begin lessons with clear criteria and direction, structuring 
boundaries yet still allowing students to experiment with 
music making possibilities as they work.  As vernacular mu-
sicians try to mimic melodies or transfer data aurally, many 
mistakes will happen.  In a classroom experience, the educa-
tor can help students problem solve, guiding them in the cor-
rect direction without necessarily giving away “the answer”.  
This trial and error is important for the aural development 
of vernacular musicians and needs to be encouraged, rein-
forcing the idea that mistakes eventually lead to the correct 
solution.  In a supportive music group, a student can have 
more musical growth through interaction with peers, making 
an encouraging music classroom the ideal environment for 
such collaboration and sharing of ideas, values, and perspec-
tives (Allsup, 2008).

One issue facing music education would be that of assess-
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ment.  Formal assessment strategies used prior to imple-
menting non-traditional practices can still be used to assess 
students’ performance skills; however, alternative assess-
ment techniques that honor the unique nature of the vernacu-
lar style should also be included.  

For example, an important aspect of vernacular music mak-
ing is the musician’s ability to work alone in addition to 
interacting with the other group members. Music teachers 
can assess these skills by evaluating “personal” and “inter-
personal” behaviors. Tardiness, bringing equipment, and 
coming to rehearsal prepared by practicing at home are all 
indicators of success focusing on personal behaviors, while 
sharing ideas, participating in discussions, and providing 
and receiving feedback offer evidence of participation at the 
interpersonal level (Blom & Encarnacao, 2012). 

Not only will educators need to adjust their strategies to 
include authentic assessment of skills associated with ver-
nacular music making, they will also need to teach students 
how to function as both recipients and providers of peer as-
sessment. This is especially true if the educator serves as the 
primary feedback source (Lebler, 2007).  One way teachers 
can help is to model and discuss different aspects of peer-di-
rected learning. By demonstrating how students can engage 
with their work as a musical master while still remaining 
students, teachers can educate and involve the students as 
both performers and assessors (Rust, O’Donovan, & Price, 
2005). In doing so, teachers support the development of self-
monitoring, an important skill for all types of professional 
musicians to possess.

Conclusions
No matter the amount of knowledge an educator may have, 
the size of school in which they teach, the ages of teach-
ers or students, or the results that educators find in their bi-
musical classroom, all experiences are viable and worthy of 
sharing.  As the number of documented student and teacher 
experiences with informal learning grows, a more meaning-
ful music classroom will be created, ultimately preparing 
our students for rich and vibrant musical lives outside our 
classroom walls. Nonetheless, this goal is not without its 
challenges.

A common deterrent arises from the lack of training or lim-
ited experiences most music educators have with regard to 
informal music making.  While educators typically teach us-
ing methods with which they are familiar and comfortable, 
developing a bi-musical classroom is not out of reach for 
those inexperienced in the vernacular tradition. For teachers 
who want to incorporate vernacular strategies and skills into 
the classroom, there are many ways to begin.  For example, 
learn a new instrument by observing others and playing by 
ear. Invite fellow music educators to an informal night of 

music making where you listen to vernacular music in a spe-
cific style and recreate it on your new – or old – instruments 
without using traditional notation.  You can also attend jam 
sessions together or alone and sit in with other local musi-
cians to further your vernacular music making. 

Just as the students will learn by trial and error, the educa-
tor will as well.  Being prepared and comfortable with be-
ing “wrong” or making mistakes is a must. Whether your 
mistakes occur in your own music making or in the process 
of teaching your students try to let them go and learn from 
them. As in other aspects of education, your methods and 
exercises may not initially be as successful as you would 
like.  These trial and error techniques are present in the in-
formal student learning processes, and thus make the experi-
ence feel more authentic when practiced in the instructor’s 
teachings.

For further reading, Lucy Green’s How Popular Musicians 
Learn (2002) is a wonderful beginning step, as much of the 
current vernacular music making research is based on ideas 
from her work.  In addition to this, Scott Emmons’ Preparing 
Teachers for Popular Music Processes and Practices (2004) 
offers additional insight, further investigating the purpose of 
including vernacular methods, and suggests lessons in in-
formal music making practices.  I also recommend explor-
ing articles written by Robert H. Woody, Sharon Davis, and 
Sheri Jaffurs to further understand aspects of non-traditional 
music making.

In today’s musical world, the skills possessed by both classi-
cally trained and vernacular musicians are valid and benefi-
cial to all musicians.  By designing a classroom that utilizes 
skill sets from both of these cultures, we not only create a 
more inviting and meaningful music learning environment, 
we also provide our students with necessary tools to become 
life-long music users.  
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Choose Your Uke and Teach it, 
Too: A Guide to the Ukulele in 
the General Music Classroom

Cathy Fox
Picture a sixth grade general music class where 
students are engaged in small groups, learning 
songs together and accompanying themselves 
on instruments.  Students in the class seek 
extra practice time at recess and argue (even 
the boys) over who gets to be the singer on 
the verses of their song.  These students ask 
their parents for instruments as holiday gifts 
and form “bands” on the weekends with their 
friends.  This could be your class if you choose 
to teach ukulele.

Why Choose Ukulele?
In most cases, music teachers have the freedom 
to choose how to implement the curriculum.  
“General Music” implies that teachers use a 
variety of means to achieve curricular goals.  
The decisions a teacher makes might be based 
on his or her personal musical experience, the 
school community’s musical interests, or the 
instruments and materials available to them.  
More importantly, general music teachers must 
consider what they want students to know and 
be able to do in the future.  It is important that 
students have the skills and knowledge to go on 
to participate in school performing ensembles 
and to become life-long music makers.  I be-
lieve teaching ukulele is a decision that enables 
students to achieve all of these goals.

Ukulele Fits our Current
School Configuration
Recent economic hardships for Michigan’s 
public schools have resulted in the reconfigura-
tion of school buildings within districts.  Some 
school buildings have been closed and others 
consolidated, resulting in different configura-
tions of grade levels within buildings.  Some 
districts, like mine, have chosen to move sixth 
grade into the elementary school.  Others have 
created a K-4 elementary building and a 5-6 
intermediate school.  This means that many 
former elementary general music teachers are 

teaching sixth grade general music and former 
middle school choir teachers are teaching fifth 
grade general music.  Music teachers may be 
left wondering what to do with these chal-
lenging-to-engage populations.  What can we 
do to make general music class special in the 
way that playing recorder is to fourth graders 
and joining band and choir is to middle school 
students?  Teaching ukulele is the answer.

Ukulele is an American instrument
The ukulele was created in Hawaii by Portug-
ese immigrants during the 1880’s by combin-
ing the qualities of several existing string 
instruments.  It gained popularity in the United 
States as performers entertained the public at 
World’s Fairs in cities across the country.  By 
1915 ukulele was very popular on the west 
coast.1  For two decades, the ukulele was popu-
lar and used in a variety of genres.  

The ukulele’s popularity faded but regained in 
the 1950’s after World War II as servicemen 
returned from Pearl Harbor having heard the 
ukulele and Hawaiian music.  The main reason 
for the ukulele’s second wave of favor was 
Arthur Godfrey, who hosted a hit television 
show titled “Arthur Godfrey and his Ukulele,” 
Godfrey performed on his ukulele and en-
dorsed a special plastic ukulele, called the “TV 
Pal,” that you could buy for a few dollars and 
use to strum along with the show.  Millions of 
these ukuleles were sold, as well as the original 
wooden type.2

The 1960’s brought rock music, and the guitar 
edged out the ukulele as the favorite string 
instrument.  However, the 1990s started a third 
rise in the popularity of the ukulele, in part 
due to the performer Israel Kamakawiwoʻole, 
whose 2003 version of Somewhere Over the 
Rainbow/What a Wonderful World helped bring 
the ukulele back into the public eye in televi-
sion commercials.3
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Ukulele is Current
Ukulele has the potential to attract student interest for a 
number of reasons. The ukulele has gained popularity in 
recent years, with pop performers such as Train and Jason 
Mraz using the ukulele in their songs.  Even SpongeBob 
plays the ukulele!  This gives the instrument credibility 
with students.  This popularity has spawned the production 
of fairly good yet inexpensive ukuleles.  For about thirty 
dollars you can purchase a ukulele in an array of attractive, 
shiny colors.  This low cost allows students to purchase an 
instrument of their own and become a lifelong player.  The 
ukulele is light, portable, and easy to play--many chords 
can be played using only one or two fingers on the frets.  
Compared to the guitar, the ukulele has only four strings 
and is easier to manage when playing either chords or 
tablature.

Ukulele is a Good Curricular Fit
The use of recorder in the general music classroom has of-
ten been seen as a preparatory wind instrument for students.  
The recorder is inexpensive and has a fairly good sound.  It 
gives students the chance to play a melody instrument.  The 
ukulele can be seen in the same way as a preparatory string 
instrument.  Student ukuleles are also inexpensive and have 
a fairly good sound.

While the recorder is mainly a melody instrument, the 
ukulele allows for learning harmony as well as melody.  
This makes it a good complementary choice in the curricu-
lum.  Harmony has often been overlooked in the elemen-
tary curriculum, limited to singing rounds and playing 
borduns.  Recent research suggests starting the teaching of 
harmony in early grades by singing and playing chord roots 
and chord tones.4  Putting chord changes on the ukulele in 
the upper grades is the culmination of that earlier study of 
harmony.  Ukulele can prepare students for playing guitar 
or other string instruments.  The skill of playing the ukulele 
and reading chords and tablature is easily transferred to 
guitar.

Ukulele is Social
The ukulele can be a solo instrument but it can also be a 
social instrument.  Upper elementary students are often shy 
about singing in front of their peers.  Having the ukulele 
tucked under their arm and performing with others gives 
them more confidence.  I allow students in ukulele class to 
choose their own partners and groups.  While I require stu-
dents to perform independently for me to assess their prog-
ress, I allow them to perform for the class within the safety 
of the group.  Students take ownership for their learning 
and the learning of their group members.  They develop 
a bond with each other from their shared experience of 
performance.  For example, one group of boys named their 
group, calling themselves “The Mariachi Band.”  Students 

who have previous guitar experience can be leaders in the 
class, sharing their knowledge and song ideas.

Getting Started With Ukulele
Once you have decided to teach ukuleles, give yourself 
enough time to prepare.  You might consider purchasing 
your own ukulele so that you can stay ahead of students 
as they learn.  You will want to prepare materials, choose 
literature, and get the ukuleles labeled and organized.  Find-
ing funding, shopping, and shipping all take time, so you 
will need to plan ahead. 

Purchasing Ukuleles
One way to get started is to purchase a classroom set of 
soprano ukuleles.  This might involve writing a grant or 
asking for financial assistance from your Parent Organiza-
tion or Music Boosters.  For under a thousand dollars, I was 
able to purchase a set of thirty ukuleles with the help of our 
Music Boosters association.  A less-expensive alternative 
would be to purchase one ukulele for every two students 
and have them share.  The ukuleles are housed in the music 
room and while they take up less space than guitars, you 
will need a place to safely store them with easy access for 
students.  I number each ukulele and students are each 
assigned a number so that I can track potential damage to 
the instrument.  Students sign a contract agreeing to the 
safe keeping of their uke and their responsibility should it 
become damaged.

Local music stores sell ukuleles and are usually accom-
modating to music educators.  Online music stores also sell 
ukuleles and often have educator discounts.  Music123 and 
Musician’s Friend are a few of the online companies that 
work with teachers.  Allow plenty of time for shipping, as 
the current popularity of the ukulele sometimes has them 
backordered.

If you are unable to fund a class set of ukuleles, there is an-
other option.  My colleague, Robin Giebelhausen, has a dif-
ferent approach.  Students can bring their own ukulele from 
home or purchase one through the school as we currently 
do with recorders.  She also purchases some ukuleles to 
use as “loaners” for students who cannot afford them.  This 
means purchasing far fewer ukuleles and has the upside 
that most students will own their own instruments and may 
spend more time practicing now and in the future.  Families 
may even take interest and learn to play!

Ukulele Resources
Ukulele literature can be songs that would normally be 
taught in the general music classroom or songs the students 
know from previous years.  My colleague, Denise Wilkin-
son, starts with one-chord familiar rounds and moves on to 
two and three chord folk songs. She has found many free 
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ideas and resources on Pinterest.  YouTube is also a great 
resource.  It is full of both professional and amateur tutori-
als.  Robin even makes her own tutorials so students can 
watch and learn at home!

Once students have a few chords under their belts they can 
move on to contemporary music.  Blues songs and cur-
rent popular songs are possible once students know three 
to four chords.  There are websites that not only have the 
chords for popular songs but can transpose songs to a key 
that is familiar to students.  There are how-to websites that 
provide tuners, chords and tabs, strumming techniques and 
all the information you need to get started.5

Ukulele Class
I divide my 30-minute classes roughly in half, starting with 
singing and tonal and rhythmic skill development and end-
ing with ukulele practice.  All songs are sung first during 
that beginning time before they are performed on ukulele.  
Even the chord changes are taught aurally first so that stu-
dents can hear them rather than just read them on the page.  
The ukuleles give students a reason to sing a song and learn 
the chord changes.  Playing the ukulele at the end of class 
is motivation for them to practice skills in the beginning of 
class.  

It is easy to work other musical skills in with ukulele study.  
For example, students can create a rhythm piece and use it 
as a B section with a ukulele song.  Students can add non-
pitched instrument ostinati to their uke songs.  Students can 
create an arrangement, improvise introductions and codas, 
and create rhythmic strumming or sounds (like slapping the 
strings, bending, or sliding the strings).  My students do a 
small group project where they choose a popular song and 
arrange it for ukulele and other percussion instruments and 
voices.  

This year I taught tablature as well as chords. Tab is when 
you play a melody by plucking one string at a time rather 
than strumming.  Students can compose their own songs 
with tab to work on melody and composition skills.  Robin 
taught her 7th and 8th graders to improvise melodies using 
the blues scale. There are so many possibilities!  

Possible Drawbacks
Before deciding to start teaching ukulele, there are a few 
challenges to consider.  One of the cons about using the 
ukulele in general music class is that C is the easiest chord 
to play but is a low key for singing.  To combat this, I now 
start with the C chord but quickly jump to songs in both 
C and F major.  Another concern is that, especially at the 
beginning, we stay in major tonality for a long time while 
students struggle with the executive skills of playing the 
instrument.  However, the A minor chord is simple, and 

teaching that at an earlier time, perhaps to accompany a 
simple minor tonality round, would provide some tonal 
variety.

Another drawback of owning a class set of ukuleles is the 
time investment.  In order for new instruments to main-
tain their tuning, the strings must be stretched and pulled 
multiple times.  It can take four weeks before the ukuleles 
hold their tuning.  Purchasing a “string winder” for a few 
dollars will save time (and muscle-ache).  Once the strings 
have been stretched to their fullest, daily tuning remains a 
necessity.  All instruments wear and it takes time (and re-
sources) to keep the instruments tuned and repaired.  I give 
the ukuleles a good tuning in the morning before class, and 
then tune the occasional uke that goes out of tune during 
the day.  Denise starts the year using a tuning website that 
teaches the students to tune their instrument.6  This website 
includes a video tutorial and then a visual and the sound of 
each string’s pitch, which gives knowledge and a resource 
for students tuning their own instrument at home. 

Choose Ukes!
The positives of choosing to teach ukulele in general music 
far outweigh the challenges.  Ukuleles are attractive to 
students in the middle grades who are frequently difficult 
to engage.  The recent popularity of the ukulele, combined 
with its long history in this country, give it social and cur-
ricular relevance in our schools.  Learning to play the uku-
lele encompasses a wide variety of musical concepts and 
skills.  Most importantly, learning to play the ukulele gives 
students the potential to become independent music mak-
ers.  As music educators, our ultimate goal is for students 
to be lifelong musicians.  You will feel good about your 
choice to teach ukulele when you see your students excited 
about making music, both in the classroom and beyond!

1www.ukuleleguild.org
2www.ukulele.org 
3Sisario, Ben.  Ukulele Crazy.  New York Times.  April 15, 2011
4Denise M. Guilbault, “The Effect of Harmonic Accompaniment 
on the Tonal Achievement and Tonal Improvisations of Children 
in Kindergarten and First Grade,” Journal of Research in Music 
Education 52, no. 1 (2004); Denise M. Guilbault, “The Effects 
of Harmonic Accompaniment on the Tonal Improvisations of 
Students in First Through Sixth Grade,” Journal of Research in 
Music Education 57, no. 2 (2009)
5Uke Hunt (http://ukulelehunt.com) is a great place to go for 
beginner information, and Pineapple Pete’s Uke School (http://
www.ukeschool.com/ukulele_tuner.html) has an online tuner.
6www.canaryuk.com/URC/tuning.html#2

Cathy Fox is currently teaching elementary general music in the 
Grand Ledge Public Schools.  She taught music in Ohio, New 
York, and Connecticut before moving to Michigan in 2003.  Cathy 
has Music Education degrees from Oberlin College and North-
western University.  She can be reached at FoxC@glcomets.net.
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Originally posted on April 23, 2013 on Dr. 
Woody’s Blog: Being Musical, Being Human

As a music teacher, I can get so preoccupied 
telling students what I’d like them to do, and 
trying to motivate them to do it, that I forget 
afterward to let them know how well they 
did. I may suppose that students don’t need 
me to spell it out for them. Won’t they hear it 
for themselves if their music sounds better? 
Or pick up on the grimace on my face if it 
doesn’t? Receiving feedback, though, is a criti-
cal part of the learning process. If we as teach-
ers are not making a point to communicate it 
to them, we shouldn’t assume that our students 
are figuring it out on their own. And simply 
shouting “Good!” while student sing or play 
their instruments offers little in the long run.

Giving feedback is a hallmark of quality music 
instruction, but one that can be easily over-
looked. Good teachers are keenly aware of the 
responsibility to manage how time is spent. 
Although hopefully the biggest proportion 
of lesson time is occupied by student music 
making, teachers must also take time to talk to 
students. In the throes of a well-paced lesson, 
teachers will want to be efficient with their ver-
balizations in giving directions and explaining 
musical concepts. (I also hope teachers allow 
for students themselves to talk about their mu-
sic making, as this can provide insight into the 
cognitive strategies underlying performance.) 
Offering feedback to students is just as impor-
tant as these other teacher roles.

Last month I came across two good sources 
online that took up the topic of feedback. The 
first was a Freakonomics podcast titled “When 
Is a Negative a Positive?” (http://freakonomics.
com/2013/03/06/when-is-a-negative-a-positive-
a-new-marketplace-podcast/). In this short epi-
sode, journalist Stephen Dubner shares some 
research from the field of business manage-
ment. Tackling the question of whether posi-

tive or negative feedback is more motivating, 
the podcast offers the answer: it depends…on 
the recipients’ level of expertise. With people 
who are new to a particular endeavor, positive 
feedback seems essential to help them increase 
their dedication to it. But for those who are 
more expert in a field, negative feedback can 
be more efficient in producing growth.

This general idea has been found in music 
education also, as researchers have probed the 
value of positive versus negative feedback. 
For teachers who work with beginning musi-
cians, one of the most important qualities they 
can have is a warmth dimension (Lehmann, 
Sloboda, & Woody, 2007, ch. 3). Most young 
students thrive under the tutelage of a teacher 
whose personality is friendly and encourag-
ing, and who makes music learning a positive 
(even fun!) experience. This type of learning 
environment would necessarily include much 
positive reinforcement from teacher to stu-
dents. However, as kids mature and increase 
in commitment to their music activities, they 
seem to be able to handle more critical feed-
back from teachers. In fact they may even 
welcome it, knowing that it can advance their 
skill level, which in turn makes music par-
ticipation more rewarding. Research studies 
in high school band contexts have found that 
these older students are able to benefit from 
negative feedback and they seem to understand 
that taking criticism is a necessary step toward 
musical improvement (Duke & Henninger, 
2002; Whitaker, 2011).

Another online source that recently took up 
the topic of feedback was author Annie Mur-
phy Paul, who writes much about how people 
learn. She offered up a blog post on keys to 
giving good feedback (http://anniemurphypaul.
com/2013/03/from-the-brilliant-report-how-to-
give-good-feedback). Drawing on the results of 
educational research, she points out that effec-
tive feedback goes beyond just praise or criti-

Feedback in Music Teaching: 
Why “Good!” is Not Good 
Enough Robert H. Woody
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cism. It is informative and instructive to learning goals. Ide-
ally feedback shows students how to monitor and evaluate 
their own performing, in effect making them less dependent 
on the teacher and more in control of their own learning. 
“The ultimate goal of feedback,” says Paul, “should be to 
teach learners how to give feedback to themselves.”

Of course these ideas also have much application to music 
education, especially to student musicians who have grown 
beyond the beginner stage. As teachers, we can be so fo-
cused on helping students prepare the music they’re work-
ing on that we neglect our responsibility to prepare them 
as musicians. We do this best by empowering them with 
the musical knowledge and skills they need to be self-suf-
ficient learners who are able to make musical decisions for 
themselves. This is one of the reasons that simply telling 
students “Good!” accomplishes little. Broad feedback like 
this does not give learners much to take with them into the 
future. In these “Good!” moments, students can too easily 
think, “Ah, my teacher is pleased” without understanding 
what they did to produce the musically pleasing result.

I think we should aspire to offer more specific feedback 
that’s primarily directed at what our students have done, as 
opposed to who they are. Don’t get me wrong…we should 
make sure our students know that we respect them as 
people, and we believe them to be capable musicians. But 
whether using praise to inspire greater investment in music, 
or criticism to produce performance improvement, the main 
object of the feedback should be students’ music making. 
Telling students, “You guys are awesome,” or, “You’re 
fantastic musicians,” may be well intentioned and seem 
important in building self-esteem and a musical identity. 
But the positive feeling students get from simple praise like 
this can be fleeting. Consider, however, specific feedback 
directed at students’ performance, such as, “You used ex-
cellent breath support on that phrase,” or, “When you focus 
on rhythm there, your solo comes to life.” This feedback 
is informative and gives learners something they can take 
with them into the future. It can reinforce the physical skills 
and cognitive strategies that allow them to perform at their 
best. It’s true that young people rely heavily on the apprais-
als of others in self-concept building, but they do so based 
on beliefs about what things they can do well. If you just 
tell a student she’s a great musician, she may dismiss it as 
nice teacher flattery; even if she really receives the compli-
ment, the emotional impact may soon fade. But if you tell 
her, for example, that her piano playing has improved since 
she started using more dynamic contrast, then you’ve given 
her knowledge that can be very useful going forward.

Giving feedback is something most music teachers do 
naturally, but a reminder now and then can be helpful. 
Perhaps we should strive to be more mindful and adaptable. 

It seems the right amount of positive and negative feedback 
depends on where our students are in their individual musi-
cal development.
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I am happy to have been invited back to the 
Michigan Music Educator as the new choral 
columnist. My previous association with the 
MME found me serving as editor during the 
early 2000s—great times of growth for our state 
journal, growth that has continued into the pres-
ent.  

It’s that time of year—when the GVSU Book-
store is sending reminders to those faculty who 
have not yet submitted book orders for the fall 
semester and yes, I am one of the “lucky” re-
cipients.  Since choral students at GVSU pur-
chase their music each semester, our friendly 
bookstore reasonably requests that music lists 
be generated by late spring so that music can 
be ordered and compiled into packets… and 
each year, I am the last faculty member who 
submits! I suppose that my repeated tardiness 
may be attributed to some degree of pure pro-
crastination but upon honest reflection I think 
that indecisiveness is the culprit.  I certainly 
have programming ideas early in the year (and 
suggestions from my students) but for me, com-
mitting to music for an entire semester or year 
requires a great deal of thought and contempla-
tion. 

The greatest and most time consuming factor for 
selection of music centers around what might 
appeal to and stretch the musicianship of my 
singers; but what does that mean in the process 
of choosing repertoire? Because I am still a pro-
ponent of music education as aesthetic educa-
tion (an absolute expressionist to the end!) I best 
serve my students’ musical learning by consider-
ing what musical content (elements) in a choral 
composition stirs my insides. I enjoy listening 
to new and familiar music without access to a 
score. With my entire focus on sound my musi-
cal mind can focus on the how the music speaks 
to me. I gravitate toward those compositions 
that have one or two very strong characteristics, 
such as an unusual harmonic structure or a com-
plex metric organization of rhythm. In the end, 
I choose pieces that have musical foci so varied 
that I can exercise both my and my students’ 
musical thinking, repertoire that hopefully will 

grow and expand our musical thinking through-
out the semester.  Beyond this aforementioned 
growth, I am especially concerned that the pro-
cess of rehearsing and performing the music has 
somehow enhanced and enriched feeling in not 
only my life but also their lives. 

While my explanation of decisiveness is some-
what simple, it remains complicated in practice. 
So here I remain still wading through numerous 
choral compositions for the upcoming year. In 
the meantime, I would like to share some of my 
favorite choral compositions of all time and how 
they musically tug on the musical “me”.  (Please 
note that I revisited each of the following three 
pieces without a score so I could focus on the 
inherent musical sounds and beauty in each).

Choose Something Like a Star (from
Frostiana), Randall Thompson (SATB)

Because the message in the text is brilliantly 
written (Robert Frost) and the music to which it 
was set is of equal stature this remains a beloved 
chestnut.  There is security and reassurance in the 
gentle but stalwart marking of the quarter notes 
in both the accompaniment and vocal parts—
I’m not sure I know of any other composition 
that employs such a simple rhythmic figure in 
such a masterful manner.  The soaring, unrelent-
ing soprano line above parallel moving dimin-
ished chords in the lower three voices is quite 
haunting and of course perfectly matched to the 
rhythm.  Towards the middle and into the end of 
this piece there are amazing harmonic shifts and 
sequences, all in lush 7th and 9th chords.  The 
harmonic language enhances the meaning of the 
text in an indescribable manner.  There are sev-
eral renderings online but that of the New York 
Choral Society offers an understated version 
that seems to capture what must have been the 
original intent of Thompson: http://www.you-
tube.com/watch?v=LNDrMifZqLU .

Dance (from Invocation and Dance), David 
Conte (SATB or TTBB)

Dance is one of the most exciting and stimulat-

Repertoire that Inspires:
Three Favorites Chuck Norris
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ing pieces of music I know.  Although harmonically quite 
captivating, the real music is in the rhythmic and metric set-
ting of the text. For those singers who have mastered com-
mon rhythmic patterns in simple (duple) and compound 
(triple) meters, the mixed and complex metric nature of this 
choral work serves as a textbook for more advanced rhythm 
study and certainly affords the performer and the listener a 
grasp of the nuances found in the lilting nature of the Walt 
Whitman text. The four-hand accompaniment creates inter-
esting timbres at the piano but this work is most satisfying 
with the colors of the mallet percussion. Each time I have 
worked with this piece, I have certainly come away a stron-
ger musician but perhaps more importantly I experience 
increased appreciation of how important the conducting is 
to the musical learning of the singers.  The Michigan State 
Glee Club shares the unabated musical “dancing” that is this 
piece: http://www.youtube.com/watch?v=jng2_xRs6-o .

Reconciliation, Stephen Chatman (TTBB)

Set to another Walt Whitman text, Reconciliation portrays a 
Union soldier contemplating his and his enemy’s mortality 

at said enemy’s coffin. The musical nature of this work is 
found in how the composer contrasts parallel chord move-
ment with very tight dissonances.  The resulting textures, 
complimented by a taps-like flugelhorn line is haunting, to 
say the least. My students found great inspiration and reward 
in preparing this piece and particularly enjoyed performing 
to appreciative audiences. Having studied this particular 
composition brought about singer growth in chord tuning, 
phrase shaping and dynamic nuances.  The Amabile Young 
Men’s ensemble conveys the mystery quite nicely: http://
www.youtube.com/watch?v=DfOoq3qSUSU .

As I was writing this brief column I ended up spending a 
great deal of time listening to these three pieces. Because 
there is a great deal of musical information in each, I can 
return to these fine choral works and enjoy rich, musical 
experiences, again and again. The wonderful thing about 
teaching and making fine music is that these experiences 
are always different and with greater understanding, always 
more satisfying.  So, I must continue my search for music 
that is inspirational, challenging, stimulating and yes, fun.
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Room at the Table: 2014
Michigan Music Conference Re-
search Symposium Keynote
Address Cynthia Crump Taggart

Introduction
In the mid- to late 1980s, I pursued my doc-
torate at Temple University.  As a part of my 
coursework, I took a class in the design of 
research, another in the interpretation of re-
search, and three semesters of a class called the 
reporting of research, during which the faculty 
and doctoral students provided one another 
feedback about the work that they were seeking 
to publish.  In addition, I took two basic statis-
tics courses in the Psychology department and 
a multivariate statistics course in the College of 
Education.  That amounted to eight research-
focused courses in my doctoral program.  
Unfortunately, but not surprisingly given the 
decade in which I did my study, qualitative 
research never once was mentioned in any of 
these courses.

During this time, I had the opportunity to work 
closely with Edwin Gordon, whom I consider 
to be one of the great minds in music education 
of the 20th century.  He is an expert in the mea-
surement of music potential and music learn-
ing, and he has sustained a lifelong program 
of quantitative research around those topics, 
most of which is published in refereed jour-
nals.  His published aptitude and achievement 
tests manuals have some of the richest validity 
information and supporting research of any in 
music education.  However, he also engaged in 
on-going, less well-known, qualitative in-
quiry throughout his career.  These qualitative 
pursuits resulted in some of his most important 
work that has changed the practice of music 
educators all around the world -- the develop-
ment of his music learning theories.  Every 
week he sat on the floor with children, working 
and playing with them musically and observ-
ing what happened and how they learned.  He 
sustained this exploration for decades.  He 
analyzed those observations, incorporating his 

own insights into what they meant and explor-
ing his “hunches” further in the classroom as 
they emerged.

Edwin Gordon would never call himself a 
qualitative researcher, nor did his qualitative 
explorations always meet the standards for 
trustworthiness that would be required in to-
day’s publishing enterprise.  Yet, these qualita-
tive investigations informed an important core 
of his contributions to music education.  Un-
fortunately, because of the orientation of music 
education publishing at the time, he never 
even considered framing these investigations 
as research, nor would he label them as such.  
As a result, important work leading to some 
of his theories remains unpublished outside of 
the publication of the theories themselves. In 
retrospect, I profoundly wish that the insights 
from his inquiry process had been explicated 
to a greater degree in our professional publica-
tions.  The fact is that, even if he had pursued 
publication, he probably would not have been 
successful, given the nearly total dominance of 
quantitative research in all of the publication 
venues at the time.  Yet, he never would have 
been able to develop his theories without gath-
ering qualitative data and analyzing it on an 
ongoing basis.  Fortunately for our profession, 
since that time the publication tide has turned, 
at least in some of our professional journals, 
and qualitative research has found a voice that 
is more widely valued and accepted as a means 
of inquiry within music education. 

This paper is not designed to argue for one 
research paradigm over another.  No matter 
which paradigm we pursue, no overarching 
research question is answered by a single study.  
Rather a single study only can gather evidence 
in a specific context, with a specific person or 
group of persons, viewed through the lens and 
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methodological choices of the researcher or researchers, at 
a given point in time, regardless of the research paradigm 
that was used for the study. Answering larger research ques-
tions meaningfully requires researchers to examine them 
through a variety of lenses and in more than one context 
with more than one set of participants or subjects. 

Rather, my goal is to help us understand the need for 
looking at problems through many lenses and preparing 
ourselves to be flexible, fluid researchers with the skills 
to work in either the qualitative or quantitative worlds.  
Perhaps a less ambitious goal is to encourage us at the 
very least not to be dismissive of work in the paradigms 
with which we are less familiar.  No paradigm is without 
limitations, and all paradigms have strengths; the types and 
ramifications of the limitations and strengths, however, dif-
fer.  I believe that there is room for all types of researchers 
at the table.

Recognizing the Need for Multiples Lenses
We, as music education students and teachers, need to be 
interested in the answers to all kinds of questions.  For 
example, we need to know what kinds of instructional 
strategies work for most students, as that is a good starting 
place for us in making instructional decisions.  As teachers, 
we make decisions every day that guide our instruction in 
group settings, and we need as much information as we can 
get to inform those decisions.  

These kinds of questions -- what seems to work best 
for most students -- are answered best and most quickly 
through quantitative research.  But, we also need to care 
about and attend to the needs of the students for whom 
those instructional decisions do not work and for whom the 
assumptions underpinning those decisions do not hold true, 
and quantitative researchers must be ready to acknowledge 
and be sensitive to the fact that there are some of those 
students in every classroom.  We have the responsibility to 
meet the needs of all of our students to the greatest extent 
possible, and students in a single classroom differ radically 
from one to another.  No study has “perfect” results or is 
without error, and those errors are a natural and acknowl-
edged part of the quantitative research paradigm.  

Quantitative research gives us a sense of what is true for 
most, and it even gives us a sense of how confident we 
should be about our conclusions, but, if we approach it 
honestly, it also reminds us that we should never be entirely 
confident of any conclusion, and we should not assume 
generalizability across all settings unless we have con-
trolled successfully for every confounding variable, which 
almost never is the case.  Consequently, it can provide us 
with information that is a good starting place as teachers, 
but that knowledge cannot be the ending place.  Other-

wise we will be missing some of the differences that exist 
between our students, of which there are many, and we will 
not be attending to the individual needs of all the students 
in our classrooms.  

To delve more deeply into the needs of individuals in 
context, we need to explore things more deeply and in a 
less limited, more context-laden way through qualitative re-
search.  We also need qualitative research to help us uncov-
er many of the starting places for quantitative research, for 
it is possible that the things that we discover in one context 
may, indeed, hold true across at least some other contexts 
and that the things that we discover qualitatively with one 
group of participants may be the case for other individuals 
across contexts and settings.  These are questions that must 
be answered quantitatively.  Often, qualitative research 
can help us discover what are our quantitative answers are 
missing and the ways in which they are shallow or incom-
plete.  Qualitative research lets us explore things that are 
not easily explored through quantitative research, which by 
its nature is much more targeted, controlled, and bounded.  

In quantitative research, researchers try to control for 
context and interacting variables.  Yet, these variables and 
contexts are important.  They are the realities of working 
with human beings in a context-driven educational enter-
prise.  Qualitative research takes context into consideration 
and even celebrates that context.  Yet, just like quantitative 
research, it has its limitations.  Qualitative research does 
not seek to nor can it answer whether its discoveries hold 
true outside of a specific context or the extent to which its 
results are generalizable to other settings and groups of 
people, so implications of the results outside of the specific 
research context are less clear.  

Indeed, we need a healthy dialogue between researchers 
engaged in one, the other, and both of the research para-
digms, with all researchers aware of and acknowledging the 
limitations of each of the paradigms and building on their 
strengths.  We need to draw from the paradigm that is most 
useful in answering each specific question rather than let-
ting our allegiance to a single paradigm drive our research 
agenda.  We need to create diverse communities of scholars 
gathering around the most pressing issues in music educa-
tion, and these communities need to be using every tool in 
our music education research toolboxes to move the profes-
sion forward.  We need to approach these issues through a 
variety of lenses, in a variety of contexts, and with a variety 
of participants to illuminate them more clearly, richly, thor-
oughly, and deeply.

I fear that all too often research in music education is an 
example of the “old blind men and parts of the elephant” 
story that is a part of Jain, Buddhist, Sufi and Hindu lore. In 
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one version of that tale, a group of blind men touch an el-
ephant to learn what it is like. Each feels a different part of 
the elephant, like a tusk or a trunk.  In discussing what they 
are feeling and in trying to describe the elephant, they get 
into a great disagreement about the elephant and its nature.  

Looking at little parts of things quantitatively can lead to 
these kinds of disagreements.  We miss the context -- how 
the parts relate to the whole of the elephant and its sur-
roundings.  Obviously, knowing a lot about a tusk is not 
going to do much good if elephants are extinct as a result of 
hunting or habitat loss.  By exploring the tusk in detail, we 
may have won the research battle in the context of answer-
ing the limited question, ”What is a tusk like?”  But we 
have lost the war if what we are seeking is greater under-
standing of elephants so that we can better care for and 
serve them.

However, qualitative researchers who have looked at the 
whole elephant in its surroundings may miss things too.  
They may miss the details of the parts of the elephant, 
some of which may be essential in caring for that and other 
elephants. Because they are looking more broadly at the 
elephant as a whole, they may not recognize that specific 
elephants share certain things and not others with other el-
ephants, or even with species other than elephants, and this 
information may provide a key to critical information that 
can be used to support species survival.

We will learn the most about elephants by talking with one 
another about what each of us have learned in our investi-
gations.  By doing so, we can learn about the parts in detail 
and about how those parts relate to one another.  We can 
learn about the contexts in which they reside.  We can learn 
about whether other elephants have the same characteristics 
as the ones that we studied and how they differ.  We can be-
gin to see patterns across and distinctions between all of the 
information that has been gathered, and this broad gather-
ing of information from a variety of perspectives presents a 
richer, more accurate picture of the whole that can be used 
to inform our actions and practice. While one’s experience 
is true, it may not be the totality of truth and this story il-
lustrates that point. 

Professional Obstacles 
Unfortunately, our professional realities often do not 
encourage this type of conversation. The research enter-
prise itself is situated in a context in which we vie for the 
same conference slots and spots in journals.  We want our 
students to be successful and sometimes frame that in the 
competitive context of eminence and H factors.  This can 
be discouraging to idealistic young scholars and research-
ers.  Just because something is cited often does not nec-
essarily make it important or meaningful.  We become 

focused on achieving success as defined in this limited way 
to the extent that we sometimes forget that we only will 
accomplish something meaningful in the long run if we 
are driven by intellectual curiosity and the desire to know, 
learn, and improve practice. 

The promotion and tenure system, upon which many of our 
professional lives depends, often is so focused on quantity 
that its constituents forget that the ultimate goal is to move 
knowledge forward and improve the human condition.   
Some universities actually provide quantities of articles that 
are required for promotion, often specifying the journals in 
which these articles must appear.  As a result, research must 
fit in the “box” of the review boards of those specific jour-
nals, some of which have a narrow definition of research.  

O’Meara (2014) calling for the reform of the tenure and 
promotion process stated, “ The assumption that we show 
a scholar’s work is excellent if it has been recognized by a 
very narrow set of legitimacy markers, adds bias to the pro-
motion and tenure process and works against recognition 
of newer forms of scholarship” (p. 2).  Even scientists, who 
benefit the most from measures of academic performance 
like citation counts and journal impact factors, are band-
ing together to argue against their use as a principle means 
of evaluation of faculty scholarship (American Society for 
Cell Biology, 2012).  

This limited but high stakes valuing system within the 
context of our educational communities often results in 
research studies that are completed to survive rather than 
to learn, research that is expedient rather than useful, and 
studies that are “one off” rather than situated in an ongoing 
program of questioning that leads to a critical and use-
ful body of knowledge.  It is not a coincidence that more 
studies are conducted on college students than on any other 
population (Draves, et al, 2008).  Is that because we are 
more interested in the learning of college students than any 
other group?  I think and hope not.  I suspect it is because 
college students are convenient, accessible, and allow 
for us to conduct studies that are expedient, regardless of 
whether they are central to the questions that drive us intel-
lectually. With such a strong focus on “publish or perish,” 
the motivations behind these choices are understandable 
but the result is unfortunate.

Moving Forward
So what does this mean for the practice of research in mu-
sic education?  First of all, I believe that it means that our 
research courses at the university level should be ecumeni-
cal, aimed at helping students learn to interpret and conduct 
all types of research. I worry when faculty members in 
higher education point their developing researchers down 
a single research path methodologically, even if that type 
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of research plays to the strengths of that particular student.  
If students do not have meaningful experiences with more 
than one research paradigm, they will be less able to pro-
vide a rich context for their own research.  They also will 
be less likely to be part of an inclusive research commu-
nity with members who are working together to explicate 
the most compelling concerns of the profession.   Down 
the road, that student may become a faculty member who 
is directing the research of others.  Not every one of their 
students will have the same strengths and proclivities, nor 
will they want to ask the same types of research questions.  
We need to prepare our students to answer all types of 
questions, keeping in mind that students are different from 
one another and are drawn in by different types of ques-
tions, rather than limiting their possibilities.  Beyond this, 
we need to be careful not to model dismissing an entire 
paradigm because of weak work within it.  Each has its 
place and has things to contribute to the larger discussion. 
So, at least at the doctoral level, every student should have 
a meaningful experience as both a quantitative and qualita-
tive researcher during his or her degree program.

As a profession, we need to work toward more balance 
within the professional journals.  Currently, we have jour-
nals that are focused more toward quantitative work and 
others that are known to be friendly to qualitative research-
ers.  This is not surprising, given the ways in which many 
of the editorial boards are chosen -- either by appointment 
of the editor, who may value one paradigm over the other, 
or by elections voted on by the current editorial board 
members, who tend to self perpetuate.  Editorial boards 
and editors should make a stand to balance the strengths 
and backgrounds of editorial board members as they move 
forward.  If we segregate paradigm by journal, the conver-
sations within our music education research community 
become less rich.

Finally, we need to explore and support new types of schol-
arship, redefining it to include newer forms of knowledge 
making, including creative and scholarly use of digital me-
dia to disseminate knowledge, the scholarship of engage-
ment, and policy work. I am not arguing for a lowering of 
standards.  Rather, I am arguing for more inclusivity.  This 
work must be of high quality and must be able to demon-
strate its impact.  However, we need to look at the impact 
of work not only on the research community, but also on 
communities of practice and the world at large.

Music education must move forward by engaging in inclu-
sive, open, conversations between scholars and scholarly 
communities, valuing one another’s work and keeping in 
mind its limitations, as well as acknowledging the limita-
tions of one’s own work.  None of us has all of the answers.  
With that in mind, there should always be room for all 

types of thoughtful scholars at the table.  
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Report on the Partnership for Music
Education Policy Development’s
Summit Meeting: June 14, 2014

The Michigan Partnership for Music Education 
Policy Development (PMEPD) recently held 
a policy summit on June 14, 2014. The event 
occurred at Michigan State University and fea-
tured Michigan lawmakers such as Senator Re-
bekah Warren, Representative Adam Zemke, 
State Board of Education members John Austin 
and Eileen Weiser, and other educational stake-
holders such as Royal Oak Public Schools Su-
perintendent Shawn Lewis-Lakin, Dan Quinn of 
the Great Lakes Center for Education Research 
and Practice, and bassist from the Detroit Sym-
phony Orchestra, Larry Hutchinson. In addition 
to these invited speakers, the event attracted 
over 40 music teachers from around the state to 
discuss music education policy. 

The PMEPD formed in 2012 under the leader-
ship of Chelsea band teacher Rick Catherman 
and has been putting together an agenda aimed 
at affecting policy since its’ founding. So far, 
the group has presented to the Michigan State 
Board of Education and the Michigan Council 
for Educator Effectiveness. The two central is-
sues being addressed at the summit included 
an elementary music mandate and guidance on 
music teacher evaluation. In this article, I give 
a brief overview of what was discussed at the 
event.

An Opening Address by
State Board President John Austin
The opening speaker for the event was John 
Austin, President of the Michigan State Board 
of Education. He opened by acknowledging the 
important and unique contributions of the arts 
in students’ education. Austin suggested that the 
arts—and music in particular—enabled students 
to develop life skills such as determination and 
persistence that would benefit them no matter 
their life trajectory. Austin also noted that his 
own children considered music to be where they 
“found their voice.” He shared a story of his son 
Murphy, a student at Swarthmore College, who 
recently produced a musical video tribute for 
his mother’s 50th birthday. Austin also stressed 

that music and the other arts provided students 
with a different way of thinking and expressing 
themselves. He noted the policy challenges go-
ing forward that needed attention, including ef-
fective teacher evaluation for music educators, 
and the funding structure for public education in 
the state. In stressing the many positive impacts 
of music education on students, President Aus-
tin’s opening remarks set a tone for many of the 
other invited speakers’ comments.

Featured Remarks from
Senator Rebekah Warren
Senator Rebekah Warren spoke specifically 
about how the PMEPD and those in attendance 
at the summit could effect desired change. She 
mentioned that she is asked in her job to be a 
“jack of all trades.” In a single week, she will 
likely review legislation on water quality, taxa-
tion, education, road repair, and health care. 
Because state lawmakers must deal with so 
many issues, she encouraged the music educa-
tion community to simply schedule meetings 
with their representatives and senators. Warren 
suggested that unless the music education com-
munity makes its priorities known, lawmakers 
would be blind to music specific issues. At the 
end of her remarks, she joked that when coming 
to such an event, she realizes that there are many 
in the room who know substantially more about 
the discussion topic than she. Because of this 
knowledge gap, she reiterated the importance of 
advocating face-to-face with lawmakers. 

An Elementary Music Mandate
Throughout the summit, three moderated panel 
discussions offered a chance for audience mem-
bers to ask questions of the state politicians. 
The first panel addressed a possible elementary 
music mandate, the second discussed teacher 
evaluation policy, and the final panel was a sort 
of “catch-all” for debating emerging issues in 
education.

Michigan is one of only five states that do not 
have any official language mandating music 
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education experience for K-5 students (Arts Education Part-
nership, 2014). Of the 45 states with mandated K-5 music, 
requirements vary with some states requiring minimum 
instructional minutes per week (Missouri), others requir-
ing twice-weekly “programs” (Vermont), and still others 
“strongly recommending” elementary music. The PMEPD 
has created a proposal for a K-5 music mandate that can be 
accessed at www.pmepd.weebly.com. When asked about the 
lack of a Michigan mandate, the panelists (Austin, Weiser, 
Zemke, Warren) admitted they were unaware of the issue. 
It was obvious from the panelists’ remarks that they did not 
actually know there was not an elementary music require-
ment, and they also did not know that generalist classroom 
teachers are certified to teach elementary music in place of 
having a highly qualified music teacher. Part of the problem, 
President Austin noted, is that Michigan is a “local control” 
state, and the legislature is given limited authority in public 
education matters. When asked how to get an elementary 
music law on the books, the panelists agreed that the State 
Board of Education should be the body making these kinds 
of decisions, but that the political climate of late signaled 
increasing efforts to have the legislature involved in all edu-
cation decisions. 

In the last panel discussion of the day, specifics of the el-
ementary music mandate policy came up again, and Royal 
Oak Public Schools Superintendent Shawn Lewis-Lakin of-
fered an administrator’s take on the PMEPD’s policy docu-
ment. He said that putting too many specifics in place, such 
as requiring twice-weekly instruction of 45 minutes each, 
might make a superintendent uneasy and apt to balk at the 
policy. He suggested that designing “tiers” might motivate 
administrators to put policies in place. For example, if hav-
ing certain mandates in place makes a district a “gold sta-
tus” district, it may help superintendents adopt the policy. 
He said that superintendents pay attention to the programs 
that make their districts attractive and competitive with 
surrounding districts. While no mention was specifically 
made at the summit about the work of the Michigan Arts 
Education Instruction and Assessment program (MAEIA), 
Lewis-Lakin’s thinking mirrors the arts education blueprint/
program review tool that the organization is developing. 
The blueprint describes a “gold standard” arts program and 
allows districts to assess their capacities based on an exten-
sive questionnaire. More information is available at www.
mi-arts.wikispaces.com. 

Teacher Evaluation Policy
Representative Zemke discussed the evolving teacher evalu-
ation policy changes in Michigan at length during the sum-
mit. Along with Representative Margaret O’Brien, Zemke is 
one of the co-sponsors of legislation formed in the wake of 
the Michigan Council for Educator Effectiveness (MCEE) 
recommendations from July 2013. In the most recent edition 

of the Michigan Music Educator, I detailed specifics of the 
MCEE’s recommendations at length. Representative Zemke 
summarized the main points of the legislation and updated 
the audience on the status of the bills. Currently, the bills 
(HB 5223-24) have passed the House and were referred to 
the Senate for consideration. Zemke said he was extremely 
proud of the collaborative process used to write the legisla-
tion. He noted that the lawmakers met extensively over the 
course of eight months with teachers, teachers’ unions, state-
wide education associations, school attorneys, and others. 

Senator Warren, however, did not share Zemke’s optimism 
for the future of state teacher evaluation policy. She noted 
that even though the process of drafting the legislation may 
have been sound, the educational climate surrounding it 
is uncertain and “broken.” Warren specifically brought up 
the uncertainty around curriculum and testing, briefly dis-
cussing the adoption of the Common Core State Standards 
(CCSS) and the controversy over signing on to the related 
test under development by the Smarter Balanced Assess-
ment Consortium. In June 2014, just before the summit, the 
state legislature ordered a halt to adopting the Smart Bal-
anced test and asked the Department of Education to admin-
ister a new MEAP test in Spring 2015. Senator Warren said 
that until educators know on which test their students (and 
by extension, teachers themselves) will be assessed, mak-
ing any lasting decisions about teacher evaluation policy is 
inappropriate.

Michigan State University Professor Dr. Mitchell Robinson 
and University of Michigan Professor Dr. Colleen Conway 
raised an interesting issue related to this uncertainty around 
teacher evaluation. The professors said that both colleges’ 
music education programs are having difficulty placing stu-
dent teachers in certain Michigan school districts, because 
district officials are telling them that the evaluation situation 
is just too uncertain to ask co-operating teachers to invest in 
training student teachers. Representative Zemke in particu-
lar seemed frustrated by this and promised to follow-up with 
the professors.

Other Issues
Throughout the day of discussions, specifics of the PMEPD’s 
two policy initiatives often were forced to the side by the 
larger issues facing education in the state. It was easy to tell 
that these issues—including the aforementioned uncertainty 
around the Common Core and testing, and the controversy 
around charter schools and school funding—were “hot” top-
ics among the audience. Several times, questions and points 
made by audience members drew passionate applause. For 
example, Royal Oak Superintendent Shawn Lewis-Lakin 
brought up that while Governor Snyder’s proposed school 
budget for 2014-2015 ensured a raise in funding for all dis-
tricts (a minimum of $50 per pupil allotment), this meant 
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that some charter schools and virtual schools would receive 
more funding increases than traditional districts like Royal 
Oak. He mentioned a for-profit charter school opening up 
in a strip mall storefront down the street that would receive 
a higher per-pupil increase than his school district, and tied 
the issue to the summit by discussing how districts like his 
invest in arts education while many charter schools do not. 

Several other issues came up frequently among invited pan-
elists and the audience members. PMEPD founding member 
Ken Moore was one of several attendees who raised the is-
sue of whether the value of arts education lies in its inher-
ent benefits or its instrumental benefits—that is, its ability 
to teach life skills or to help with mathematics and reading 
achievement. Moore expressed his feeling that the arts may 
improve other outcomes but should always be advocated for 
on the basis of their inherent value. In contrast, several of the 
invited guests spoke passionately on the extra-musical ben-
efits of music education. State Board Representative Ellen 
Weiser, a classically trained pianist, talked about how music 
can help students to understand fractions. State Board Presi-
dent Austin and Representative Zemke both talked about the 
economic power of the arts. Both spoke about how the de-
sign engineers at Chrysler had used their artistic ability to 
create vehicles that brought jobs and money to the state. An 
audience member brought up a Detroit Symphony Orchestra 

concert—scheduled for the evening of the summit—that had 
sold out in less than 20 minutes, citing it as an example of 
the arts’ economic value.

Closing Remarks and Next Steps for the PMEPD
PMEPD President Rick Catherman offered closing remarks 
at the end of the summit, and praised the audience for giving 
up their Saturday to attend the event. He especially lauded 
the young teachers and few pre-service teachers who at-
tended, suggesting their presence especially gave him hope. 
Catherman suggested that though the summit was only a first 
step in bringing together those concerned with music educa-
tion policy, he was encouraged by the opportunity to petition 
directly the lawmakers and board members. Next steps for 
the group, Catherman noted, included monitoring the teach-
er evaluation legislation and putting together a presentation 
on the elementary music mandate, to be delivered at a Fall 
2014 meeting of the State Board of Education. To learn more 
about the PMEPD’s policy proposals and the policy summit, 
please visit the group’s website at www.pmepd.weebly.com. 

Ryan Shaw is currently a Ph.D. candidate in music edu-
cation at Michigan State University. Before work at MSU, 
Ryan taught 6th-12th grade band in Berkley, Michigan and 
Cedar Springs, Michigan for 6 years.
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An Interview with Dr. Colleen Conway: 
Partnership for Music Education Policy 
Development Innaugural Summit

Colleen Conway

Dr. Colleen Conway is a Professor of Music 
Education at The University of Michigan and a 
founding member of the Partnership for Music 
Education Policy Development (PMEPD).  I 
interviewed Dr. Conway over the phone to dis-
cuss the recent policy summit held by PMEPD 
at Michigan State University on June 14, 
2014.  In this interview, Dr. Conway shares her 
thoughts from the summit, as well as advice on 
how teachers can affect positive change in their 
communities.

1. PMEPD defined two current goals for mu-
sic education policy in the state of Michigan.  
The first speaks to the K-5 music requirement 
for schools and indicates that we are currently 
one of only 5 states without an elementary 
music mandate.  What is the current require-
ment for elementary music in Michigan?  Are 
there specifics included in the recommenda-
tion for a K-5 music requirement?

Currently, there is nothing from the state that 
mandates music instruction must happen at the 
elementary level.  Many districts have district-
level requirements, but these are not monitored 
by any state level policy.  There is an applied 
arts mandate at the high-school level, but even 
this is not music-specific and can be fulfilled by 
computer courses or even industrial arts.  Yet, 
at the elementary level, there are no mandates 
for music, art, or physical education. 

Our current recommendation is that students 
receive elementary music twice a week for 45 
minutes from a certified music teacher.  This 
is what exists in other states, including Texas 
and New York.  However, it was mentioned 
that while districts many not disagree with the 
mandate, they might have trouble implement-
ing its details because of resources.  So, how 
important are the details?  Maybe it is more 
important for us to be sure we have a certified 
music teacher teaching music rather than add-
ing details to the mandate on items like student 

contact time.  The larger problem for me was 
that the chair of the Board of Education was 
unaware that there wasn’t a state mandate for 
elementary music.  

PMEPD is working hard to figure out the best 
strategy to advocate a K-5 mandate.  If the 
specific instruction time details we suggest will 
hinder progress, do they matter?  We have to 
look at what we can win.  Something is better 
than nothing.

2. The second goal speaks to teacher certifica-
tion.  Currently, there is a loophole that al-
lows K-8 classroom certified teachers to teach 
music.  How is this affecting public school 
music programs?

Highly qualified teaching includes musician-
ship.  It’s not listening to some instruments 
and talking about how it makes you feel; 
classroom teachers can do that.  It’s also music 
for music’s sake and the only people who can 
teach that are musicians.  It’s not bad to use 
music as a teaching tool in the classroom, but 
when certified music teachers aren’t teaching 
music, we lose focus on sequential instruction 
leading to musicianship.  Certainly, economic 
issues come into play and school districts can 
create schedules so that someone is teaching 
music.  Parents don’t know this is happening 
and technically, music is still being offered, but 
we’re missing out when certified music teach-
ers aren’t teaching music.

3. Senator Warren mentioned that as a state 
we are making educational policy changes 
without looking at the effects of what we’ve 
already implemented.  From your perspective, 
what have been the effects of these changes?

We are talking about how to evaluate teaching 
the Common Core and we don’t know what the 
objectives are.  How do we evaluate that?  We 
don’t know.  With respect to teacher evalu-
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ations, it really is about the relationship between music 
teachers and administrators.  There are many administrators 
saying, ‘What should we do?’ and asking music teachers to 
give input on the process so they aren’t made to feel like 
something is being done to them. There are many districts 
that aren’t wrapped up in teacher evaluations.  They trust 
teachers to do what they do.  It’s hard for the administra-
tors too, though.  They’re middle management and have to 
answer to both teachers and the state.

4. Some of the discussion about music education seemed 
to place the focus of music education as a means for 
improving skills in other subject areas and a means for 
driving the economy.  What are your thoughts on this?

It’s music for music’s sake versus reasons of student out-
comes and economical growth.  I was recently at an arts 
education conference where a former governor of Pennsyl-
vania said, ‘I like arts education, but you can’t stick to arts 
for arts’ sake when the economy is the issue.  I will support 
arts education if it helps learning in other content areas and 
the economy.’  That was rough, but ultimately you have to 
strike a balance in your argument and grapple with where 
you are going to draw the line.  Yes, music might make you 
smarter.  It also changes lives.  We do this with our festi-
vals.  We talk about our ratings and make it competitive 
because our communities want that. Festival competition is 
not who we are and yet we still have to find that advocacy 
piece. It’s a weird balance. 

5. Sometimes affecting change on a national and state 
level can seem an overwhelming task.  On a local level, 
how can teachers, parents, and community members 
make an impact in their own school communities?

One of the things that I found inspiring from the policy 
summit was that I came away with a sense of responsibility.  
Our lawmakers said, ‘Come talk to us.  Tell us what needs 
to be done.’  Now, sure, it’s good politics to say that, but 
there’s some truth to it too.  I complain with my colleagues, 
but have I done my part to say, ‘Hey, I’m worried about 
this?’  Have I spoken to people at my local school board 
level, to my local politicians?  We think our hands are tied 
because policy comes from above, but really on the local 
level, we can make change.  Michigan is a local control 
state, meaning the most important policy work you can do 
is with your district, your school board, and your adminis-
tration.  

Every school district needs a music advocacy group.  
Someone from your music interest group needs to be at-
tending every school board meeting, no matter how unrelat-
ed to music the agenda appears to be.  Be on school plan-
ning committees and on union leadership. Be active in your 

building and know your school board. Bring your students 
to perform at these meetings because it’s meaningful and 
people remember you.  Sometimes as music teachers, we 
try to be curricular and want to avoid being a dog and pony 
show, but by not being visible, we lose opportunity.  It’s 
simple, but huge.  By being involved, we can be proactive 
instead of reactive.

6. Any final reflections from the PMEPD summit?

This is PMEPD’s first effort to pull together a group to talk 
specifically about policy like this.  I know there are a num-
ber of individuals who were unable to attend this summit, 
but are interested in being a part of the discussion in the 
future. PMEPD is planning two sessions at the Michigan 
Music Conference in January.  We’re also thinking about 
holding a policy summit annually.  We were thrilled to see 
an audience filled with such a cross-section of educators 
- coordinators, school board members, administrators, vet-
eran teachers, and so many new and pre-service teachers. 
There is momentum and we want to hit the ground running.

For more information about PMEPD, please visit www.
pmepd.weebly.com.

Colleen Conway is Professor of Music Education at the 
University of Michigan and Editor in Chief of Arts Educa-
tion Policy Review. She has published more than 70 articles 
and six books on beginning music teachers, instrumental 
music education, teaching music in higher education, and 
qualitative research.

Andrea VanDeusen is a PhD student in music education at 
Michigan State University.  Previously, Andrea taught cho-
ral and general music in Michigan, New Jersey, and Swit-
zerland.  She received her Bachelor of Music and Master of 
Music degrees from Western Michigan University.
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MMEA wishes to thank JWPepper & Son, Inc.,
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numerous MMEA events, including:
• Fall Elementary Music Workshop

• Collegiate Conference
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• Spring Board Meeting Luncheon

Please visit their website: www.jwpepper.com
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