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People are exploring alternative music programs outside of the “traditional large 

ensemble” (Tobias, 2010, p. 21) in schools to enhance existing musical offerings and to 

create new initiatives that reach a broader population.  Researchers have demonstrated a 

need to expand beyond the traditional large ensemble to reach students not served by the 

large ensemble programs in their schools (Cohen & Roudabush, 2010, Kratus, 2007).  

The purpose of this study was to explore how teachers moved beyond the traditional large 

ensemble course activities as defined by Tobias (2013) and offered alternative music 

courses and activities in the state of Minnesota.  The present study involved a process in 

which I conducted a multiple case study of teachers who have offered alternatives to the 

traditional large ensemble identified through the survey data.  Using interview data from 

teachers and students as well as observational data of class sessions, I explored how these 

teachers effectively guided student learning in alternative music settings.  Findings from 

this study provide evidence that student-centered pedagogies do not directly influence 

participation in alternative courses and activities, previous performance or educational 

experiences do not necessarily inform the teaching of large ensemble alternatives, 

alternative offerings can be extensions of traditional large ensembles, and student interest 

and continued motivation determine the success of an alternative course or activity.  
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Chapter One: Introduction  

As educators strive to meet the needs and interests of all students in contemporary 

American society, it is necessary to adopt an expanded definition of the role of music 

teacher that extends beyond leading large ensembles that only serve a fraction of school 

populations (Kratus, 2007).  Traditional large ensembles represent common classes 

offered at most schools that have music programs.  These courses include concert band, 

chorus, and orchestra.  Researchers have illustrated new trends in school music programs 

that are challenging tradition and expanding opportunities for students to participate in 

music beyond the traditional large ensemble (e.g., Abramo, 2011; Cohen & Roudabusch, 

2011; Tobias, 2010).  Guided by a curiosity concerning how students are learning music 

in a changing society, I embarked on this current research study.   

Researchers have continued to examine why music study is important in schools.  

I believe it necessary to understand a few main points concerning this topic so that one 

can consider why the present study remains important.  Many reasons such as 

understanding feelings, aesthetic experiences, critical thinking, and self-

knowledge/identity (Hodges, 2005) substantiate why music education has remained a 

“functional and meaningful part of human behavior” (Saarikallio, 2011, p. 324).  

Additionally, previous research revealed that brain development associated with musical 

training correlated with abilities necessary to operate in the medical field (e.g., ability to 

perform surgery) due to more developed fine motor skills (Vouhe, 2011).  Hyde et al. 

(2009) found that people with as little as 15 months of musical training on an instrument 

demonstrated greater levels of brain plasticity (greater voxel or three-dimensional size) 
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that enable higher level thinking and coordination than people who did not study music.  

If music study leads to greater cognition and fine motor skills, then why have school 

music programs only enrolled 20% or less of their student populations (Kratus, 2007)?  

Historically, government policymakers have shifted the emphases of educational priority 

toward areas such as math and science to compete in a global economy (Abeles, 2010).  

Based on Hyde et al.’s and Abeles’ studies, schools are failing to take advantage of the 

positive effects of music study on cognitive development.  .   

Secondary school students participate in music both within and separate from 

school.  A few schools have offered alternative music courses and activities to meet the 

needs of the broader student population (e.g., Abramo, 2012; Campbell, 1995; Cohen & 

Roudabusch, 2012; Green, 2002).  Alternative music courses and activities are areas of 

music instruction that are separate from the traditional large ensemble such as a rock 

band or guitar class (Abramo, 2010; Songer, 2011).  Green (2002) and Tobias (2013) 

discussed how people participated and performed music in ways that exist separate from 

the school program.  They suggested implementing student-centered approaches to 

teaching music, or procedures through which teachers consider needs and learning styles 

as well as provide opportunities for students to make decisions that affect the planning of 

content in order to bring music learning back to the classroom.  The term content, used 

frequently in this report, refers to the knowledge and skills associated with a given 

academic discipline.  For example, a piece of popular music studied either for analysis or 

performance would be musical content.  Popular music is music that is distributed widely 

and frequently among many audiences that is not specific to a set genre.  The student-
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centered teacher serves more as a knowledgeable participant and facilitator and less as an 

authoritarian figure (Vulliamy & Lee, 1976).  Informal music learning is the acquisition 

of musical knowledge and skills using aural techniques as well as self-, peer-, and group-

guided learning experiences (Green, 2002, 2008; Rosenburg, 2011).  As music in 

contemporary society continues to change due to advancements in technology and 

evolving styles, it is important to expand the notion of what it means to be musically 

educated.   

Need for the study of alternative approaches to music education 

Teachers experience difficulty in changing their instructional content because 

they do not know how to evolve with the musical culture and the subject matter of 

popular music is considered inappropriate in a conservative American school system 

(Humphreys, 2004).  Reform of school curricula to adapt or resist the trends of popular 

music and informal music-making trace as far back as the 1920s (Mark, 1996);  however, 

initial efforts regarding the inclusion of popular music into school curricula began with 

the Tanglewood Symposium in 1967 (Choate, 1968).  Subsequent articles and published 

volumes followed concerning the implementation of popular music content in the 

classroom (e.g., Swanwick, 1968; Vulliamy & Lee, 1976, 1982).  Common findings 

among Choate, Swanwick, and Vulliamy and Lee included a student-centered approach 

to musical instruction.  However, in an age of accountability educational standards 

emerged to focus primarily on Western Art Music traditions (Reimer, 2003), so it has 

been difficult for teachers to implement the types of “open music departments” described 

by Vulliamy and Lee (1976, p. 50) that allow for student autonomy and informal music 
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making.  In addition, governmental policies and standards, discussed in more detail later, 

have made it difficult to implement change.  

Recently, researchers have expressed discontent with the current system of music 

study in schools.  There are some who have claimed that large ensembles are in a state of 

decline (Kratus, 2007; Williams, 2007, 2011).  Williams (2011) asserted, “The large 

ensemble may be one of the biggest impediments to wider access to music education in 

public schools in the United States” (p. 51).  Fueling this argument was Kratus’ finding in 

that some school music programs enroll only 10-20% of student populations.  If this 

finding is true for even one school, then it is necessary to explore how to provide musical 

instruction to students representing the other 80%.   

The importance of music developing in adolescence and continuing for life, 

observed in studies such as Saarikallio (2011), contrasts the current attrition issues 

highlighted by Green (2002) and Williams (2011), who noted that student participation in 

large ensembles in Florida decreased to less than 12% of all high school students in 2011.  

Elpus (2013) found that “one out of every three students earned at least one credit in 

music, and nearly one in 10 U.S. high school students graduated having taken four years’ 

worth of music courses in high school” (p. 183).  This shows a continued declining trend 

from the findings of the Music for All Foundation’s 2004 report in the state of California 

where music enrollment had fallen to only 22% of student populations.  In that same 

report, those who conducted the study documented an increase of enrollment in the areas 

of computers and music, swing/show choir, and jazz band (Music for All Foundation, 

2004).  It appears the reality of Elpus’ study shows that there are actually 10% of high 



 

 5 

school students participating in music programs.  The problem of declining enrollments 

illustrated by Green and Williams plus the trends observed by Elpus inspired me to study 

how music in schools is meeting the needs of adolescents as they formulate their 

identities as discussed by Saarikallio.   

Traditional music education in America still needs to change and to include more 

music education choices beyond the traditional large ensemble (Humphries, 2004; 

Regelski, 2013; Tobias, 2013; Williams, 2011).  Abril and Gault (2008) studied school 

music programs at a national level in order to profile music course offerings and discover 

the perceptions principals have toward them.  The greatest number of music courses 

occurred in a traditional large ensemble format such as band, choir, and orchestra, while 

areas such as guitar, piano, and music technology were offered least.  There was a desire 

on the part of principals to offer more music technology, guitar, and piano courses (Abril 

& Gault, 2008).  It is no surprise that areas requested by principals represent alternatives 

to creating music beyond the large ensemble as described by Tobias (2010).  The 

language in state statutes informed by the Interstate Teacher Assessment and Support 

Consortium (InTASC) Model Core Teaching Standards (Council of Chief State School 

Offices, 2011) and the National Association of Schools of Music (NASM) accreditation 

standards for institutions of higher learning, place Western Art Music and the large 

ensemble models as the primary mechanisms of music education in American schools.  

However, the Minnesota Administrative Rules for teachers of vocal and instrumental 

music require teachers to “identify and analyze representative musical forms, styles, 

performance contexts, performance media, and composers and compositions of western 
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music” (MINN.  R. 8710.4650, 2009).  Western music as described by the Minnesota 

Administrative Rules can be linked to the study of popular and vernacular music allowing 

teachers the freedom to explore alternative course and activity offerings.   

Music curricular change has been documented by numerous studies.  Teachers of 

K-12 music have offered alternative music programs to attract those students who are 

interested in music outside the traditional large ensembles (Abramo, 2012; Cohen & 

Roudabusch, 2012; Jaffurs, 2004; Tobias, 2010).  Increased enrollment is occurring 

among students outside traditional large ensembles in areas such as rock band, guitar, 

music technology, and songwriting (Cohen & Roudabush, 2010; Constantine, 2010; 

Gardener, 2010; Green, 2008, 2012; Tobias, 2013).  Teacher education programs have 

offered units within courses for pre-service1 teachers to gain expertise in informal and 

alternative approaches to music education such as having them form popular music 

ensembles and reflect on their experience (Strand & Sumner, 2010).  A growing number 

of courses that offer training in alternative areas at some institutions, such as Vandercook 

College of Music, illustrate the trend of teachers moving beyond their large ensemble 

programs.  More institutions need to provide opportunities for teachers to move beyond 

traditional large ensemble courses (e.g., band choir and orchestra), a position supported 

by previous research (Bartel, 2004; Gregory, 2005; Kratus, 2007; Regelski & Gates, 

2009; Reimer, 2003; Tobias, 2010; Williams, 2007, 2012).  Change has yet to affect 

many teacher education programs still aligned with conservatory models as described by 

Gregory (2007), in which the mastery of music performance, directing the large 

ensemble, and the study of Western Art Music prevail.   

                                                 
1 Pre-service teachers are collegiate students studying to become teachers. 
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Scholars have revealed reasons why some teachers are resistant to the idea of 

change in the music classroom (Fairfield, 2010; Green, 2008).  One issue is their own 

lack of expertise with “other musics” outside of traditional large ensembles (Tobias, 

2010).  Another is the added burden placed on teachers to stay current with popular music 

as it evolves weekly with each new Billboard Top 100 chart.  Researchers, such as Tobias 

(2013), have shown the ways that people interact with music outside of the large 

ensemble program, but teachers are still in need of experience with alternative practices 

in order to diversify their programs and to provide a place for students to explore these 

interests at school.   

Another reason teachers have resisted change is the lack of control inherent in 

promoting an autonomous classroom (Green, 2008).  Green described an autonomous 

classroom as one where students are free to learn course content without the influence of 

a teacher.  Cohen and Roudabush (2010) conducted a case study on a school program in 

Iowa that offered alternatives to the large ensemble.  This study identified the teacher’s 

inability to differentiate levels of student success with popular music as a roadblock for 

those who desire to implement a similar program.  Others have found that students have 

chosen not to engage in certain alternative approaches to music education as they feel 

their musical interests should exist separately from school (Campbell, 1995; Green, 2002, 

Westerlund, 2006).  Strand and Sumner (2010) called for a longitudinal study to see 

whether the experiences offered to the students who participated in their informal music-

making unit were actually drawing students into their programs.   
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Reading Campbell (1995), Green (2002), Kratus (2007), and Williams (2007) 

motivated me to pursue the present study.  Green has since implemented versions of 

informal music learning into school music programs using a variety of popular music 

repertoire mixed with Western Art Music (Green 2008).  Green (2008) demonstrated that 

students were more interested in studying popular music than Western Art Music.  Green 

also showed that students were able to learn new instruments used to create popular 

music aurally.  Finally, Green found that there was more interest among student 

participants by infusing informal music learning rather than by using preexisting 

curricula that focused on reading notation.  I was encouraged by reading other studies by 

researchers such as Cohen and Roudabusch (2010), Constantine (2010), and Gardener 

(2010), who described ways teachers created alternative approaches to teaching music 

outside of the large ensemble through the creation of guitar classes, rock band classes, 

and music technology courses at the secondary level.  

Reading a few compelling studies on how popular musicians learn awakened my 

interest in finding out how to change the music program to fit student interests rather than 

force them to conform to a pre-existing curriculum.  Campbell (1995) and Green (2002) 

revealed that even though research participants received formal music training in a school 

music program, most had quit or were dissatisfied with them within one to two years.  

Campbell indicated that students were dissatisfied with school music programs, because 

they did not like the traditional ensembles or thought the teacher lacked the expertise to 

teach material that mattered to them.  Green painted a similar picture, saying her 
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participants used their formal training to further their efforts outside of school, but the 

bulk of their learning came from listening to and emulating recordings of popular music. 

Other influential studies motivated the trajectory of the current research project.  

Strand and Sumner (2010) illustrated the effectiveness of supervising the popular music 

ensembles of pre-service teachers so that they might have some expertise in one 

alternative approach to music education upon entering the profession.  Tobias (2010) 

studied a course in songwriting that lies outside the large ensemble and learned how 

students interact with software and instruments to create compositions Tobias (2010) also 

highlighted the approach the participant teacher took to allow the students to work 

autonomously on their projects, only offering assistance when requested.   

In all three studies (Campbell, 1995; Green, 2002; Tobias, 2010), there was no 

mention of the teachers of these courses receiving training in their teacher education 

programs in pedagogy, or the approach a person takes to teaching students.  All of the 

studies described above represent a variety of alternative music courses and activities.  

Yet, how do teachers who choose alternative approaches to music education decide what 

to offer?  

Motivation for study 

 Various experiences have led to my desire to pursue the present topic.  My 

personal growth as a musician, both informally and through traditional forms of study; 

gaining expertise in teaching through workshops, coursework, and performance 

experience; and previous research contributed to the desire to pursue the present study.  
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This section highlights the journey that has motivated this present research since 

beginning my professional career.  

Upon deciding to pursue a career as a music educator, I discovered that the many 

responsibilities of running a music program left little time to meet the needs of students 

in areas outside the large ensemble.  Based on my own personal experience, I came to 

realize that part of this problem existed because of the role the band, or traditional large 

ensemble, played in the school community.  Other colleagues shared with me their 

frustrations of not having time to explore alternative music opportunities outside of the 

responsibilities of conducting large ensembles.  I was inspired by Eric Songer, a teacher 

from Chaska, Minnesota who presented a session at Minnesota Music Educators 

Association (MMEA) Midwinter Clinic concerning his before/after school program of 

popular music ensembles that had become courses in music (Songer, 2011).  Eric’s 

course offerings expanded into many diverse offerings including “jazz combos, rock 

bands, bluegrass, mariachi, hip hop, and more” (Songer, 2011, p.15).  One of the most 

inspirational aspects of this presentation for me was being able to witness how the 

autonomy the teacher provided to students allowed these young musicians to take their 

learning in various musical directions.  The opportunities Songer provided stimulated 

growth in the music program not only in the alternative approaches to music education, 

but also in the traditional ensembles.  Many of the same students from Chaska Middle 

School West began to participate in a large ensemble, not having done so before.  In my 

own teaching position I built a solid large ensemble band program and created alternative 

opportunities, though not at the scale demonstrated by the person who inspired me in his 
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presentation.  Some of the most memorable moments for me as a teacher happened 

within the informal music experiences at the school.  

Doctoral study has presented the opportunity to examine adolescent development 

and research on informal learning in and out of school music programs.  Coursework 

revealed the strong importance of music to developing one’s identity during adolescence 

(Deyhle, 1998; Schwartz, 2004; Tarrant, North, & Hargreaves, 2001).  I also learned how 

young people interact with music through media such as video games (Denis & Jouvelot, 

2005; Gee, 2007; McGonigal, 2011; Miller, 2009).  Reading studies about trends in 

music education curricula (Abeles, 2010; Reimer, 2003) and how students interact with 

music in contemporary society (North, Hargreaves, & O'Neill, 2000) greatly influenced 

my desire to pursue this study.   

Kratus (2007) and Williams (2007, 2011) depicted the idea that the large 

ensemble is obsolete and in decline.  However, there is reason to believe this claim false.  

Large ensembles exist in many of today’s recordings of popular and cinematic music 

such as the song “Let It Go” (2013) from the soundtrack of the movie Frozen, where a 

mixture of orchestral and rock instruments (e.g., guitar, bass, drum set, and keyboards) 

accompanies the vocal line.  An example of this is the employment of many instruments 

and layered sounds through “multitracking.”  Multitracking is the production of “versions 

that layer multiple audio and video parts performed by an individual or group and 

visually displaying the parts being performed” (Tobias, 2013, p. 30).  Many recording 

artists use multiple tracks combining a variety of sounds that would otherwise require a 

large group of musicians to be able to recreate a performance.   

http://search.proquest.com.ezp2.lib.umn.edu/iimp/docview/1484174/fulltext/140A792BEFF29D8A50E/7?accountid=14586#NORTHETAL
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In fall 2012, I observed a debate concerning the legitimacy of the large ensemble 

in K-12 music programs.  This occurred at the Committee on Institutional Cooperation’s 

(CIC) conference that highlighted research initiatives among music education programs 

in Big Ten universities.  A session that was supposed to provide an opportunity for 

panelists to address the contributions of John Philip Sousa digressed into a conversation 

in which some scholars continued the arguments raised by Kratus (2007) and Williams 

(2007).  A fellow scholar offered a compelling argument for the legitimacy of the large 

ensemble, but no one argued for or against finding ways to complement existing music 

programs with opportunities for students who do not already participate in ensembles.  

The present study considers alternative music programs that complement and exist 

separately from the traditional large ensemble.  Though I am passionate about the topics 

discussed in the present study, I withheld my opinions during engagement with 

participants until after the data collection period had ended and my research questions, 

interview items, and protocol prompts are objective.   

Purpose and research questions 

The purpose of the present study was to discover the ways that teachers move 

beyond the large ensemble classes and offer alternative activities in music.  Using a 

multiple case study method, I explored in detail how teachers who provide alternative 

music activities approach instruction.  The overarching question guiding this project was, 

“How is teaching manifested in alternative approaches to music education currently lying 

outside the traditional large ensemble?”  The results of this study may benefit pre-service 

and in-service music teachers, administrators, and policymakers who are decision makers 
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regarding the future of music education.  The information documented here illustrates the 

professional development of teachers, the impact of certain programs on students, and the 

inclusion of alternative music programs outside the large ensembles.  Related sub 

questions include the following:   

1. What are the factors motivating teachers to offer alternative music activities? 

2. How do teachers negotiate the inclusion of alternative approaches to music 

education into their existing teaching assignments? 

3. How and where do educators acquire content knowledge to effectively teach 

courses outside of the traditional large ensemble, and how do they demonstrate 

this knowledge in their teaching practice? 

4. How are decisions made concerning what content to offer as alternatives to the 

large ensemble? 

Overview of the research method 

 In order to discover how many teachers are offering alternative music activities, 

learn about their pedagogical approaches, and examine the content areas offered, I chose 

to utilize an electronic survey.  Achieving a snapshot of music course and activity 

offerings involved inviting the population of grade 5-12 public school music teachers in 

the state of Minnesota to participate in the survey.  I used the Minnesota Music Educator 

Association’s (MMEA) comprehensive list of teachers to identify all potential 

participants.  Implementing the survey involved the use of a cross-sectional process in 

which data were “collected at one point in time” (Creswell, 2009).  This ensured that the 
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information from the survey could be used in selecting participants for the multiple case 

study phase of the design.   

 Following a survey of Minnesota secondary music educators, I invited 

respondents who indicated that they taught alternative music courses or activities to 

participate in the multiple case study.  The multiple case study commenced having 

enlisted four participants.  Thirty other teachers initially volunteered to participate; 

however, I selected the four cases based on whether they were extracurricular musical 

activities or courses represented in the lowest quartile of those offered by survey 

respondents in the present study.  Additional information concerning the selection of 

participants appears in Chapter Three.  

  Understanding the concept of a multiple case study, as described by Stake 

(2006), is important before explaining the decisions made to conduct the fieldwork.  A 

case is a unit of study (Creswell, 2009); a multiple case study involves the consideration 

of two or more units of study that are examined using identical research methods, so the 

data can be analyzed equally across each case (Stake, 2006).  This phase included three 

observations at each of the four case sites as well as semi-structured interviews between 

myself, the teacher, and two students from the classes taught.  I conducted the three 

observations at each site using a pre-structured case analysis where data are organized 

and coded, as they are collected, allowing for early conclusion to ensure that themes 

emerged among cases (Miles & Huberman, 1994).  In order to be more informed within 

the interview sessions, I waited to conduct them until the end of the observational period 

once I had a greater understanding of the context of the case and could ask for 
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clarification of observed events.  Field notes recorded during the observational sessions 

involved the use of an observation protocol (Creswell, 2009).  I shared both the teacher 

and student interview items with the teacher of each case in advance in order to have an 

opportunity for them to prepare responses, if needed.  I asked that the teacher recruit 

student interviewees and provide them with their respective interview items.  I collected 

descriptive and reflective field notes at the interview sessions.  Chapter Three contains 

more information regarding the teacher and student interview items and the method used 

to collect the various forms of data.   

Transcription of observation and interview data using HyperRESEARCH 

software occurred after the collection period.  Video data were necessary to capture body 

language and surroundings that added richness to the analytical processes.  I coded all 

transcription and fieldwork data and have attached the codebook as Appendix A.  The 

purpose of coding was to discover emergent themes among the data and to use that 

information to answer the research questions.  Data analysis is represented in Chapter 

Four using within-case and cross-case analyses.  

Definition of key terms 

 In order to ensure consistency throughout the document, I must clarify certain key 

terms as follows. 

Alternative music activities: courses of study in music that are not band, choir, and 

orchestra.  Examples of such activities include steel band (Resch, 2010), guitar class 

(Abramo, 2010), rock band (Cohen & Roudabush, 2010; Strand & Sumner, 2010), music 

technology (Cohen & Roudabush, 2010), and songwriting (Tobias, 2010). 
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Formalized instruction: the methodical instruction of music by teachers in schools and or 

studios through performance and/or classroom delivery.  (Jorgensen, 1997). 

Informal music learning: all knowledge acquired through enculturative experiences 

where students learn from living in a given social context and by seeking knowledge for 

themselves through whatever processes are necessary (Green, 2002; Jorgensen, 1997).  

Multiple case study: the consideration of two or more units of study that are examined 

using identical research methods, so the data can be analyzed equally across each case 

(Stake, 2006) 

Student-centered instruction: designing curricula based on student knowledge, culture, 

and inquiry that gives students the skills they need to be thoughtful, contributing 

members of society.  Blair (2009) describes the concept of student-centered learning as 

“musicians who are responsible for the thinking and doing and musical decision making 

within a teacher-supported learning environment” (p. 45).  Additionally, student-centered 

learning includes activities that are student-led with the teacher as a facilitator (Stewart, 

2013).  

Teacher-centered instruction: an approach that takes the knowledge and expertise of the 

teacher combined with a pre-established curriculum and is taught to a group of students.  

It is similar to the idea of a transmission model or “traditional approach to teaching” 

(Richardson, 1997, p. 3).  Wink (2011) described this traditional approach to teaching as 

“the teacher is standing in front of the room, and the students are at their seats....  The 

teacher has the knowledge and the students receive that knowledge” (Wink, 2011, p. 23). 
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Traditional large ensembles: represent common classes offered at most schools that have 

music programs.  These courses include concert band, chorus, and orchestra (Regelski, 

2013; Tobias, 2010, 2013). 

Overview of the study 

In the present study, I examined how music teachers in the state of Minnesota 

expanded music participation beyond large ensemble offerings.  I examined secondary 

school music teachers who offered alternative music activities, studied their pedagogical 

approach(es) to those activities, evaluated the teacher’s reasons for offering the 

opportunity, and discovered where they gained knowledge and expertise to run these 

programs.  This was not a study of students in alternative music courses; rather, it 

focused on the teacher of the program.  

The topics introduced in this chapter are examined in detail through the remaining 

portions of this document.  Chapter Two is a review of literature concerning previous 

research that has informed this project as well as illustrated in what ways the present 

research enhanced our understanding of the field of music education.  A detailed account 

of all aspects of the research methods employed in this document occurs in Chapter 

Three.  The analysis and for all the data collected for this project are presented in Chapter 

Four.  Conclusions, implications of this study, future research directions, and final 

thoughts conclude this document in Chapter Five.  Using the data collected in the present 

study, I answered each research question listed above, presented the implications this 

study had for the field of music education, drew conclusions based on the emergent 

themes from the data, and offered areas of future research.  I listed all references cited in 
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this document and provided appendices of external source material and resources 

essential for the present study.   
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Chapter Two: Review of Literature 

 This chapter is a comprehensive consideration of previous research informing the 

present study.  Five sections address various research directions that aligned with the 

goals of the present study.  These include: (a) the position of the traditional large 

ensemble in schools, (b) popular/vernacular music and the teacher, (c) music pedagogy in 

a changing society, (d) alternative music programs, courses and activities, and (e) teacher 

qualifications, expertise and instructional roles.  I included the first section because I felt 

it was important to understand the position of traditional large ensembles in American 

schools in order to demonstrate the context for creating alternative programs.  I also 

included the popular/vernacular music section because alternative music programs have 

been linked with learning this style of music (e.g., Crawford, 1982; Green, 2008; Knight, 

1982; Strand & Sumner, 2010).  Please note that in the context of the present study, the 

terms popular music and Pop are used interchangeably and are not considered separate 

genres of music.  I explain in the third section the roles and pedagogical approaches of 

music teachers in a variety of contexts.  The fourth section considers how educators are 

developing alternative programs and the level of success these initiatives enjoyed.  The 

final section examines literature that considers the role and areas of expertise of teachers 

in the context of alternative music learning activities.  

The position of the traditional large ensemble in schools 

 The wind band, orchestra, and chorus have a long history that has evolved into the 

common traditional large ensembles of today.  Music study in American public schools 
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began with efforts of Lowell Mason who established a vocal music program in Boston 

public schools in 1837 (Mark, 2013).  Music then evolved through the development of 

orchestras, bands, and choirs throughout the United States (Mark, 1996).  Bands first 

emerged in America with the establishment of the President’s Own Marine Band in 1798 

and continued to grow in popularity as military establishments and, later, as community 

entertainment organizations (Battisti, 2002).  Where vocal music had been prominent in 

schools prior to the twentieth century, instrumental music in the form of bands and 

orchestras emerged during the early 1900s with the growing presence of community 

orchestras and military bands used during wartime (Abeles, 2010).  As the modern 

educational system continued to develop, high schools began to focus on “college 

preparation and vocational training” (p. 3).  Since musicians were in demand for both 

civil and military duty, schools included vocational training programs for that profession.  

Many American schools have maintained various large ensembles such as bands, choirs, 

and orchestras as the primary manifestations of music education with a heavy emphasis 

on performance-based standards (Williams, 2007).  While Kratus (2007) and Williams 

(2007) have claimed that the large ensemble is largely obsolete, others believe in 

expansion into areas such as music technology and songwriting that complement rather 

than replace it (Tobias, 2010, 2013).  Previous researchers have suggested that students 

still desire to participate in the large ensemble due to the benefits of knowledge gained 

within that context, enhancing creativity outside of school (Berberick, 2013; Jaffurs 

2004). 
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Popular/vernacular music and the teacher 

 The purpose of examining literature on the topics of popular and vernacular music 

is to gain perspective about which approaches to teaching have been successful in 

meeting the musical needs of students as related to the current research project.  

Vernacular music is music that is inclusive of many styles that people have access to 

throughout their lives (O’Flynn, 2006).  The following section considers how curricula 

have changed in America and the societal pressures that have influenced such change 

since the 1967 Tanglewood symposium.  The Tanglewood symposium of 1967 emerged 

as the appropriate place to start the literature review as this event represented a seminal 

event where music educators and researchers met to understand the changing musical 

culture of American society and its potential impact on school music programs.  I explain 

in detail how this event set the stage for the development of alternative music programs 

later in this section.  As this review considered various instructional approaches, it was 

interesting to examine the transitions and adaptations of the various pedagogies.   

Why popular music? 

 Western Art Music has been considered among young people to be associated 

with school as opposed to pop or vernacular styles (Green, 2008; North, Hargreaves, & 

O’Neill, 2000; Woody, 2004).  Music education researchers have explored the 

incorporation of popular music into school curricula (Cohen & Roudabusch, 2010; 

Swanwick, 1968; Vulliamy & Lee, 1976;, 1982).  Unfortunately, due to music educators’ 

agendas of forwarding Western Art Music curricula or the pressures of job performance 

standards (e.g., state statutes/laws), popular music instruction has existed “for social 

http://search.proquest.com.ezp2.lib.umn.edu/iimp/docview/1484174/fulltext/140A792BEFF29D8A50E/7?accountid=14586#NORTHETAL
http://search.proquest.com.ezp2.lib.umn.edu/iimp/docview/1484174/fulltext/140A792BEFF29D8A50E/7?accountid=14586#NORTHETAL
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reasons or as a bait-and-switch technique to get the students involved with classical 

music” (Cutietta, 1991, p. 27).  Cutietta (1991) added that popular music, when 

considered among other forms, would always be considered less musical.  He stated that 

people who criticize popular music used the wrong criteria in making judgments.  So why 

study popular music?  Young people want to listen to and associate themselves with it 

(North, Hargreaves, & O'Neill, 2000). 

 North, Hargreaves, and O’Neill (2000) indicated that pop music was the most 

preferred music for young people.  These researchers conducted a survey of 2,465 

adolescents aged 13-14 in British schools regarding the importance of music in each of 

their lives.  Part of this survey included a section concerning musical listening preference, 

in response to which participants rated their favorite styles of music.  The eight styles 

enumerated included opera, folk, classical music, jazz, rock, rap, soul, pop, and other.  

The category of other included styles of dance and indie music that participants did not 

agree to classify as popular music.  Perhaps this study could have benefitted from 

participants generating the styles of music represented in data collected.  North, 

Hargreaves, and O’Neill concluded:  

…the sample had a clear preference for listening to pop and dance music: they 

were only ambivalent about other modern musical styles such as rap or rock, and 

disliked strongly styles which originated less recently such as folk or classical 

music.  (p. 261) 

This finding is interesting as other studies (e.g., Green, 2008) have found that both 

classical and folk music have been associated with school by British students.  One might 

http://search.proquest.com.ezp2.lib.umn.edu/iimp/docview/1484174/fulltext/140A792BEFF29D8A50E/7?accountid=14586#NORTHETAL
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claim that students dislike music associated with school, but this may not necessarily be 

true.  

Children preferred popular music over classical music not only in England (Boal-

Palheiros & Hargreaves, 2001) but also in America (Woody, 2004).  Boal-Palheiros and 

Hargreaves conducted a study comparing student music listening patterns at home versus 

in school and found that young people had a difficult time identifying with classical 

(Western Art) music, as it was often the music played in school lessons.  One participant 

in this study stated, “Home has nothing to do with school.  At home, we listen to music 

because we feel like it.  At school we listen because it’s a school activity” (p. 116).  

Woody found popular music among young people to be “associated with leisure time, 

friends, and social media, all of which are more intrinsically motivating” (Woody, 2004, 

p. 34).  Knowledge of popular music as the preferred listening material of young people 

informed the present study as something teachers may consider when creating alternative 

music programs that meet student needs and interests.  

The Tanglewood Symposium of 1967 

 As stated earlier, I chose the Tanglewood Symposium of 1967 as a seminal event 

for bringing the popular music that permeates American society into the school 

(Campbell, 1995).  A session entitled “Popular music panel” (Choate, 1968, p. 104) 

brought together collegiate music educators, researchers, and two professional popular 

musicians.  This session pioneered the bridging of popular music performers and Western 

Art Music educators.  The discussion included topics such as the birth of rock n’ roll 

music through the eyes of the participants on the panel, its development to its most 

http://search.proquest.com.ezp2.lib.umn.edu/iimp/docview/1484174/fulltext/140A792BEFF29D8A50E/7?accountid=14586#BOALPALHEIROSETAL
http://search.proquest.com.ezp2.lib.umn.edu/iimp/docview/1484174/fulltext/140A792BEFF29D8A50E/7?accountid=14586#BOALPALHEIROSETAL
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current form, and the culture that emerged from the messages communicated through the 

music (p. 105).  Also discussed at the symposium was the accessibility of listening and 

acquiring popular music.  Accessibility, in this context, refers to how easy one can hear 

the music on the radio, the ability to purchase albums, and the ease in which one can 

internalize the music due to its repetitiveness.  The popular musicians of the panel 

predicted that interest in listening and performance would continue to grow among 

adolescents.  The discussion of how popular musicians portrayed an image through their 

physical appearance at concerts and video supported the claim that adolescents are more 

than simply interested in listening to the music.  Based on the discussion of the panelists 

at Tanglewood, the image of a musician and the message they communicated had an 

effect on an adolescent’s decision to listen to a certain band.  This is consistent with 

research considering adolescents looking to belong to a social group that fits their 

interests (e.g., Fredricks, Alfeld-Liro, Hruda, Eccles, Patrick, & Ryan, 2003).   

Popular music and teaching since Tanglewood 

As young people grew increasingly interested in popular music, researchers and 

educators began to consider ways to incorporate it into the classroom.  Swanwick (1968) 

offered an initial approach to developing a popular music curriculum in public schools.  

He believed that the theoretical constructs and performance skills of popular music, if 

adapted to the classroom, would motivate students more toward taking music classes.  

Swanwick examined the nature of music’s emotional connection with listeners and the 

idea that educators should not dismiss pop as “crude, or on the surface ugly” (p. 6).  He 

conducted three experiments among teachers and students in English schools: first, he 
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distributed a survey to all teachers in a “midland town” (p. 86), or larger rural 

community, where respondents were asked to indicate whether they used popular music 

in the classroom.  Only one out of the ten respondents indicated they used popular music 

in their classroom; others expressed various reasons, including their own lack of expertise 

with this style, for not introducing the genre.  Next, Swanwick sampled over 100 students 

from a school population to indicate their three favorite songs.  Their answers revealed a 

diversity in taste ranging from popular music to Western Art Music.  Finally, he asked 

teachers to substitute Western Art Music with popular music and to find similarities 

among the theoretical elements of the examples.  Swanwick found that students 

understood new concepts and skills using both types of music.  He encountered some 

reluctance among the teachers, but ultimately found that students were able to learn 

effectively with the incorporation of the pop style into the music classroom. 

Following Swanwick (1968), Michael Burnett published a series of nine articles 

in 1972 considering how to incorporate “pop” in school curricula.  The ideas brought 

forth in these articles were truncated and consequently improved upon in a chapter 

Burnett included in an edited volume by Vulliamy and Lee (1982).  It is from this source 

that I drew my information about the Burnett articles, since I was only able to acquire one 

of the originals; the others were unavailable online or through Inter-Library Loan.  

Burnett’s eighth article from 1972 described taking rhythms and melodic motifs present 

in certain pop songs and adapting them to classroom instruments such as hand drums, 

tambourines, and shakers.  He listed pedagogical methods for theoretical concepts such as 

rhythm, tempo, meter, form, and dynamics using pop songs he felt fit a standard of 
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quality music in the style based on his opinion.  Green (1998) stated that Burnett 

“depopularized popular music” based on his biased classification of what music was 

worthy of study (p. 98).  She explained how Burnett made bold claims about the musical 

styles of certain 1970s bands and artists such as The Who, Jimi Hendrix, and Cream 

being proper for study and argued that considering certain bands over others was narrow 

in vision.  Similar to Burnett, teachers are also consumers of music and, therefore, have 

biases regarding the quality of popular music.  It is perhaps for this reason that research 

efforts, such as Vulliamy and Lee (1976), were more inclusive of various types of 

popular music. 

Vulliamy and Lee (1976) compiled studies by several authors to illustrate the 

emergent presence of pop as a preferred music of adolescents.  It provided strategies for 

implementing pop music pedagogy in schools.  Graham Vulliamy introduced the unique 

concept of an “open music department” in the third chapter he authored in Vulliamy and 

Lee (1976).  He conducted a case study in which he described a process followed in one 

open music department at the College of Technology.  The first step included the 

teacher’s extrapolation of students’ musical interests.  Next, the teacher charged students 

to follow those directions toward whatever end they desired.  Finally, students formed 

inquiry based groups to develop those interests (p. 50).  The purpose of the open music 

department, according to Vulliamy, was the implementation of musical activities built 

upon student interests.  Students formed groups based on their musical interests, 

generated their own learning content, and the teacher either facilitated or observed.  

Students listened to the music they desired to learn about and discovered the various 
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structures and elements required for performance.  Notation was not taught unless 

students asked for it.  Vulliamy then analyzed his observation data and discussed how 

one might implement a similar program in a public school setting.  He admitted to 

obstacles in fully implementing what he observed at the College of Technology in a 

public school setting.  Therefore, subsequent chapters in Vulliamy and Lee embraced 

aspects of the open music department such as a student-centered approach to learning.  

Vulliamy also asserted that no teacher should try to master all the different aspects of 

popular music.  Rather they should focus on “methods, principles and ways of looking at 

the music [to create] real dialogue between teacher and pupil” (p. 176).  I see similarity 

between the open music department approach to student learning explicated by Vulliamy 

and Lee and the concept of participatory music making discussed by Regelski (2013) as 

in both instances the participants are given the freedom to discover musical skills on their 

own without direct teacher influence.  

An American author, Grashel (1979), examined how middle school students 

learned the concept of form using popular music examples.  Grashel sampled music from 

the 1977 Billboard magazine’s Hot 100 list, and middle school students analyzed the 

songs, organizing the various phrases into elements of formal structure.  He conducted a 

pretest, followed by instruction using the popular music from the Billboard chart, and 

concluded with a posttest.  He assessed how well students transferred knowledge of 

identifying form in popular songs with concert band musical excerpts, providing evidence 

that the use of popular music when teaching concepts such as form in music theory is 

effective. 
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Vulliamy and Lee (1982) examined pedagogy of fundamental performance 

techniques for styles such as rock, blues, Latin, West Indian, Balinese, steel band, reggae, 

African drumming, and Indian music.  The authors also described two additional 

examples of organizations successfully using the open music department concept outlined 

in their previous book (Vulliamy & Lee, 1976).  Vulliamy and Lee (1982), through its 

various contributors, expanded the definition of what is considered popular music into a 

more all-encompassing vernacular style that I discuss in the next section of the present 

study.  The first section contains a series of projects designed for classrooms that 

facilitate development of analytical listening skills and enhance performance and 

creativity (p. 5).  The authors of the chapters in this first section used evidence from their 

previous research to argue for the inclusion of popular music into classroom instruction 

(Burnett, 1982; Comer, 1982a, 1982b; Farmer, 1982).  Other sections of Vulliamy and 

Lee discussed the implementation of different musical styles into the music classroom 

such as African drumming.  

Vulliamy and Lee (1982) added a section that explored the open music 

department concept outside the school classroom at the end of the book.  A youth club in 

the western part of London created an after-school music opportunity for its members.  

The program became the “Central London Youth Project Workshop” or CLYP 

(Crawford, 1982, p. 214).  The two authors who described the program, Crawford and 

Knight, served as teachers.  Crawford explained the logistics, and Knight (1982) 

discussed the experience of being a teacher for CLYP.  The concept for CLYP emerged 

from the experiences Crawford and Knight had at a rock concert in which they 
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performed, where young patrons came up to each of them after the show asking for help 

improving their own performance skills.  The results of this exchange motivated Knight’s 

and Crawford’s collaboration in the CLYP.   

Crawford (1982) described CLYP in detail in his chapter.  CLYP consisted of two 

full time staff members who moderated the teaching of individual lessons, and additional 

staff to monitor session time for musicians in group or rehearsal situations.  

Performances/concerts served as deadlines for the groups to master their material.  The 

facility, called “the Basement,” was literally the basement of the local youth club 

consisting of two lesson rooms, rehearsal space, and a concert venue complete with 

instruments, amps, and other gear (p. 214).  The individual and group lessons offered 

through the CLYP focused on learning to create musical copies from listening to 

recordings and observing the teacher.  Some students learned through the use of musical 

notation or tablature; however, the ability to read music was not required.  Crawford 

added, “The path taken to the material is determined by the student himself” (p. 219).  

Staff ran rehearsals and provided many of the instruments, amplifiers, and other 

equipment to students at the facility.  Some students chose to bring their own gear.  

Students paid to use the facility to motivate productivity, ensure respect for the 

equipment, and provide the opportunity to participate to as many serious musicians as 

possible.  Performances occurred at “the Basement” facility giving the musicians a 

chance to gain experience in a safe and supportive environment before having to cross 

into the world of marketing themselves to play at commercial venues.  
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The pedagogy of the CLYP was semi-structured (Knight, 1982).  The lessons 

primarily involved instruction on guitar, and Knight developed a manual for students to 

use within the program.  This manual contained three instructional stages.  First, the 

foundations of the guitar were presented such as naming the parts of the instrument, 

tuning it, playing simple chords, and performing a simple pentatonic scale.  Upon 

mastery of the first stage, the student moved on to more advanced skills of playing the 

guitar in the second stage called the “box system” (p. 227).  The box system involved the 

expansion of the pentatonic scale using different fingering patterns and transposition up 

and down the neck across the entire pitch range of the guitar.  Finally, once the student 

had mastered the first two stages, a final stage involved instruction such as reading and 

writing music, fingerpicking, and improvisation.  

The CLYP served as an example of an informal approach to learning popular 

music.  The initial response to the findings at the Tanglewood symposium of 1967 

considered using pop to teach Western Art Music curricula such as reading notation 

(Burnett, 1972; Grashel, 1979; Swanwick, 1968).  The pedagogical approach Knight 

(1982) described did not include concepts such as reading notation until the final, most 

advanced stage of instruction.  As the study of popular musicians and their practices 

continued, teachers began to include popular music study in their pedagogies, and 

musician teachers such as Knight and Crawford emerged.  In addition, Knight and 

Crawford were not licensed teachers, nor did they come from a school teaching 

background.   
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The editors of the Music Educator’s Journal asked teachers to consider whether 

popular music had educational value as a response to the issues arising in literature 

concerning pop’s incorporation in school curricula (Strandberg, et al., 1979).  All eight 

teachers who contributed to this article responded that popular music could teach musical 

concepts; however, some articulated numerous issues concerning the genre.  One issue 

with pop music concerned the association of messages in lyrics with illicit behaviors in 

society such as sex, drug use, and violence.  This caused certain adults to refuse to listen 

to these types of pop music and to cease to acknowledge it as music.  Another issue 

involved teachers wanting to expose their students to a variety of musical genres and not 

just popular music.  Some teachers, however, articulated that they liked the use of 

popular music; feeling that it helped them stay connected to and increased motivation in 

their students.  Other teachers acknowledged that popular music could be used to teach, 

but they felt it was their job to expose students to “better” forms of music, stating, “Wise 

teachers will look past labels such as commercial, pop, folk, or classical and open up their 

ears, as well as those of their students to a variety of musical experiences” (p. 65).  I 

agree that the job of the music teacher involves exposing students to many forms of 

music, but it should also include meeting students where they are musically.  Researchers 

such as Crawford (1982), Knight (1982), and Vulliamy and Lee (1976) demonstrated 

situations in which students’ interests come first.  As articulated by some of the teacher 

comments in Strandberg et al. (1979), students validated by respect for their musical 

interests will continue to feel safe learning what the teacher has to offer. 
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Since Vulliamy and Lee (1982), numerous authors have described processes for 

teaching popular music.  Bitz (1998) offered an alternative to teaching improvisation in 

jazz band.  He asserted that, “When it comes to improvisation, jazz music might not be 

the most logical musical form to start with” (p. 21).  Bitz claimed that students need 

something simpler for improvisation since he believed most were “only familiar with 

simple downbeat and upbeat relationships” (p. 21).  Bitz briefly described seven different 

subgenres of popular/vernacular music (bluegrass, blues, ska, reggae, rap, klezmer, and 

rock) as alternatives to jazz.  Ultimately, this article lends evidence to the need for 

meeting students where they are musically.  Boespflug (1999) discussed a course in 

higher education where students met to create new songs in the popular style, using 

informal processes with performance deadlines similar to the open music department 

model of Vulliamy and Lee (1976).  Others have discussed pedagogies for teaching class 

guitar to middle and high school students, implementing formal and informal methods of 

instruction using popular music (Abramo, 2010; Gustafson, 1996; Purse, William, & 

Marsters, 1998).  The information from these resources allows teachers to learn different 

pedagogies for alternative programs.  This is valuable since many of the educators did not 

have experience teaching alternative music programs prior to having to do it (e.g., 

Crawford, 1982; Knight, 1982; Green, 2008). 

Vernacular music 

 The term vernacular appears interchangeably with the term popular regarding the 

music-making process in literature.  However, the term vernacular, within the discussion 

of pedagogies for assisting the informal learning practices of students, includes more 
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styles of music (O’Flynn, 2006; Woody, 2007).  This section discusses the term 

vernacular and examines a few studies where the term is applied to students’ acquisition 

of musical knowledge.  

 As popular music has dominated the discussion of musical activity outside the 

school, students engage with this music in a manner different from engagement with 

school music.  O’Flynn (2006) added two important concepts to understanding student’s 

musical activities outside of school: (a) students are not limited to engaging in only 

popular music study, and (b) there are different ways to describe the way people 

collaborate to make music outside of school that are not completely explicated through 

the garage band model.  O’Flynn defines vernacular music as “a range of musical genres 

and practices that people have access to throughout their lives” (2006, p. 140).  I 

interpreted this to mean one’s own personal, preferred music experience.  O’Flynn added 

that people could be inspired to participate and to create music outside of the popular 

genre in the same ways as garage bands.  O’Flynn adapted Blaukoph’s (1992) model of 

trends in music production and consumption, and demonstrated how people participated 

in “commodity and non-commodity musical forms and practices across all styles” 

(O’Flynn, 2006, p. 143).  Vernacular music functions as a type of universal term for 

being inclusive of all styles when discussing the various products that come out of the 

music people choose to participate with and produce.   

Woody (2007) demonstrated how students desire to learn popular music in its 

authentic form.  The purpose of this article was to study the incorporation of vernacular 

music making in schools.  Woody claimed that educators who desire to teach popular 
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music in its authentic form need to do so “in a way that is true to the process of 

vernacular music making” (2007, p. 32).  He described how some teachers fell short by 

utilizing the bait-and-switch technique which deceives students into studying Western Art 

Music, or imposing too much influence over the informal music making process.  Woody 

added that students need minimal guidance and more opportunities to play popular music 

in a controlled setting.  Vernacular music making, as described by Woody, allows for 

discovery utilizing previous knowledge attained through the cultural experiences of the 

individual.  

Music pedagogy in a changing society 

The following section considers various pedagogies that align with the teaching of 

the alternative music programs studied in this project.  I also examined the concept of 

participatory culture in music in this section as it related to the teaching approach of at 

least one case in this study.  Jenkins (2013) and Clinton, Purushotma, Robison, and 

Weigel (2006) defined and discussed the concept of participatory music at length in their 

studies.  

Teacher-centered instruction and alternative music pedagogies 

The teacher-centered instructional approach occurred in the present study when 

teachers generated and implemented content independent of student interests.  It is 

similar to the idea of transmission model or “traditional approach to teaching” 

(Richardson, 1997, p. 3).  Joan Wink (2011) aptly described this traditional approach to 

teaching as “the teacher is standing in front of the room, and the students are at their 
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seats....  The teacher has the knowledge and the students receive that knowledge” (Wink, 

2011, p. 23).  Instructional activities are teacher- or student-centered experiences in the 

classroom that contribute to learning.  Students participate based on a curiosity for the 

subject, a trust in the decisions made by the teacher, or a means to improve skills in an 

area of interest (Fredricks et al., 2003).  An example of a teacher-centered instructional 

activity occurs when, in a rehearsal setting the teacher has the students play an excerpt of 

music, he/she evaluates the performance internally, and offers either corrective measures 

to perform the piece better or suggests ways to interpret the music differently.    

Teacher-centered instruction formed the basis of many iterations of popular music 

instruction (Boal-Palheiros & Hargreaves, 2001; Cutietta, 1991; Woody, 2004).  A 

misuse of popular music associated with teacher-centered instruction concerns using the 

bait-and-switch technique (Cutietta, 1991).  The bait-and-switch approach is teacher-

centered because the only reason for including popular music is so that the teacher can 

convert students to Western Art Music.  Consider analyzing the rhythms and melodies 

illustrated through notation in a piece of rock music from the 60s, as suggested by 

Swanwick (1968) and Burnett (1972).  Western Art Musical concepts (music 

fundamentals, notation, and theory) become the focus of studying the music.  The popular 

music style, when compared with Western Art Music, can be theoretically analyzed as 

simple and with little theoretical depth in areas such as form, harmonic structure, and 

timbre resulting in a search for more complex music.  The teacher, frustrated with the 

simplicity of popular music, might abandon this style and revert back to content in 

Western Art Music that teaches the more complex theoretical concepts s/he finds 

http://search.proquest.com.ezp2.lib.umn.edu/iimp/docview/1484174/fulltext/140A792BEFF29D8A50E/7?accountid=14586#BOALPALHEIROSETAL
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important.  Whether or not students’ musical minds are mature enough to handle that 

form of music, the focus has shifted to learning the theory of Western Art Music instead 

of the “inherent musical qualities” (Cutietta, 1991, p. 28) of popular music. 

Student-centered learning efforts using popular music 

 The concept of student-centered learning aligned with the alternative music 

programs studied in this project, and, therefore, I examined previous research on the 

topic.  Though I traced student-centered learning back to the concept of constructivism 

and the writings of John Dewey and Lee Vygostsky from the early twentieth century, 

Brown (2008) aptly described the concept as it related to this study, claiming that 

student-centered learning occurs “when the planning, teaching, and assessment revolve 

around the needs and abilities of the students.  The teacher shares control of the 

classroom, and students are allowed to explore, experiment, and discover on their own” 

(p. 30).  An example of a student-centered instructional activity aligning with this 

definition might consider the teacher giving time for students to pursue their own 

approaches to learning to play a piece of music without presiding over the group.  The 

generative and transformative learning models as discussed by Wink (2011) illustrate 

processes where students either generate knowledge through in the class setting to 

develop meanings to inquiries (generative) or do the same process but make applications 

of those meanings to real world contexts (transformative).  Brown highlighted two 

approaches to student-centered instruction: Comprehensive Musicianship through 

Performance (CMP) and Arts PROPEL.  Both of these approaches were described as 

multifaceted methods of planning, content, instruction, and assessment.  Brown stated 
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that student-centered learning allowed teachers to assume secondary facilitatory roles and 

gave students room to explore knowledge through educating themselves and others.  She 

also stated that students learn to think more independently though student-centered 

processes.  Finally, Brown concluded by providing suggestions for creating a student-

centered learning environment by being more of a facilitator, asking more questions of 

students, listening to student suggestions, and responding to students.  This role forces 

teachers to not only gain knowledge about their students, but also to learn from them.  

Other researchers described similar roles for teachers in studies such as Green (2008), the 

open music department in Vulliamy (1976), and the songwriting class observed by 

Tobias (2010).  

As I referenced earlier, using popular music to strengthen conceptual 

understanding of Western Art Music has been observed as a positive way to approach 

student-centered instruction.  Teachers may find ways to modify existing courses using 

student-centered approaches to generate content such as Bitz’s (1998) jazz ensemble.  

Exposure through media to various forms of music, including popular music, starts at 

birth, becoming a part of a child’s cultural upbringing; therefore, music educators need to 

incorporate these cultural experiences into their classrooms (Davis & Blair, 2011).  In a 

class such as music theory, where certain concepts are the same regardless of the music 

genre studied, researchers have presented situations in which better retention of 

information occurred when popular music examples were used (e.g., Grashel, 1979; 

MacLachlan, 2011; Rosenberg, 2011; Salley, 2011).   
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 MacLachlan (2011) illustrated an effective and authentic use of popular music in 

studying music theory.  After surveying students in her undergraduate music theory 

course at Cornell University, MacLachlan discovered that the students in her class who 

had previously played an instrument or studied music theory in high school were still 

having trouble learning using preexisting curricula.  A class member who expressed a 

need for a more student-centered approach said:  

It’s hard enough learning all the different intervals – why do we have to do it with 

Gregorian chant?  We’ve never heard Gregorian chant before so that’s two new 

ideas at once.  Isn’t there some contemporary music we could use for the 

example?  (MacLachlan, 2011, p. 74) 

Other students agreed with this student’s comment requesting different musical 

examples.  This caused the MacLachlan to replace the existing Western Art Music 

examples she used with pop excerpts.  MacLachlan outlined the pedagogical approach 

used in her theory class so other teachers might consider adapting it to their own music 

theory courses.  She also shared the musical excerpts that illustrated the various 

theoretical topics.  The satisfaction of the students after the change emerged as “students 

showed a more active interest in the course than they had in early weeks” (MacLachlan, 

2011, p. 75).   

MacLachlan admitted challenges to implementing her approach to teaching her 

theory course using popular music.  Examples of challenges included teachers not having 

the tools in the classroom to present the popular music in its most authentic form and the 

claim that “contemporary examples become obsolete rather quickly” (p. 76), forcing 
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continual revision of the musical examples to represent the most current forms of popular 

music.  This approach to incorporating popular music was successful in that it did not 

attempt to make the genre conform to Western Art Music standards using the bait-and-

switch technique.  Instead, the students understood Western Art Music as the topic for the 

course and the use of popular music was a tool that assisted in learning it.   

 Rosenberg (2011) examined music theory pedagogy using popular music in a 

student-centered approach that put the students in charge of their own learning.  

Rosenberg stated that, in order to reinforce their learning of major theoretical concepts, 

students needed to bring in examples of popular music containing various elements of 

music theory.  She stated that student-centered instruction occurred in three ways:  

It aligns with the constructivist belief that learning is dynamic and active as 

opposed to passively absorbed, links with problem- and inquiry-based approaches 

that stress self-direction as a primary motivator in learning, and reframes the role 

of the teacher toward that of a guiding tutor or facilitator (p. 49).   

Rosenberg used hip-hop and dance music to teach rhythm and tempo in a music theory 

class.  Students created transcriptions interpreting how to perform the various hip-hop 

and dance songs, not consistent with musical notation similar to a guitarist’s lead sheet 

where chord symbols appear above the lyrics where they are spoken or sung.  

Rosenberg’s study served as an example of a narrow student-centered process for 

teaching musical concepts that are essential to making popular music.  Since hip-hop and 

dance music represent a specific form of popular music, it would have been interesting to 

see how this process might apply to areas such as rock or country.   
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 While Rosenberg (2011) focused primarily on rhythm, Salley (2011) approached 

the concept of musical form using older examples of popular music.  Salley investigated 

classical form, hypermeter, and rhythmic phrasing using two older forms of music: jazz 

and musical theater.  His ideas included an aural approach to identifying phrases without 

the aid of a score through prompted listening, distinguishing conflict and resolution in 

musical excerpts, and mapping on paper aural observations.  This approach aligned with 

the concept of student-centered learning in that it allowed the students to discover their 

own process of understanding form.  However, students needed to be knowledgeable of 

jazz and musical theater in order to benefit from the experience.  One might argue that 

this approach was more teacher-centered than student-centered based on the choice of 

musical examples.  

Informal music learning as an approach to student-centered learning 

A substantial body of research exists that considers the concept of informal 

learning.  I observed students engaging successfully with informal music learning at two 

cases in this study and, therefore, include literature concerning the method in this review.  

The relationship between student-centered and informal learning observed in this project 

and in literature, (e.g., Green, 2008) concerns the teacher’s consideration of student needs 

when planning instructional time and relinquishing control of the class to students to 

engage in learning a concept.  Student roles observed in the informal music making 

process included learner, leader, and teacher (Green, 2008; Strand & Sumner, 2010).  

Researchers who have studied informal music learning illustrated a cooperative process 

that placed students’ interests and previous knowledge at the center, building motivation 
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for a given learning activity (e.g., Allsup, 2003; 2011; Campbell, 1995; Davis & Blair, 

2011; Green, 2002; Tobias, 2013).  Authors such as Allsup (2003, 2011), Bennett, 

(1980), Cutietta (1991), Green, (2008), Tobias (2010, 2013), Regelski, (2013) Woody 

(2004, 2007) and others consider the pedagogy of popular music in conjunction with 

schools.  Researchers have observed informal music learning as the dominant process 

musicians use to create popular music (Bennett, 1980; Green, 2002; Campbell, 1995). 

Blacking (1973) studied the musical traditions of the Transvaal Venda people of 

South Africa and discovered a culture where every person engaged in musical activity.  

He observed the Venda people collectively creating or repeating the music of their 

people.  The Venda transmitted their music from their own oral tradition using an aural 

process.  He also discussed how the musicality of the Venda culture would be conditional 

depending on the economic situation of the time.  For example, if the community were to 

experience periods of hardship such as starvation, there would be less musical activity.  

The Venda were perceived as more musical when social changes or community events 

took place.  Though Blacking made extensive references to Western Art Music as it 

related to the Venda culture, he stopped short of saying that there was a universal system 

of music theoretical constructs.  For example, he admitted that organization and meaning 

exist in Venda music much the same as Western Art Music, but believed the two styles 

should not be compared or studied in the same way.  Though Blacking did not address 

activity in schools, the information provided helped me understand the power of music as 

part of the human condition.  The article provided a basis for studying informal music 

making in other studies such as Green (2008), Higgins, (2012), and Jaffurs (2004).  
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However, the oral process of rote learning used by the Venda can be considered formal as 

the music was transmitted the same way through generations.  The reason why this study 

was influential to research in informal music learning was that the formal processes used 

by the Venda were similar to the processes used in Green’s, Higgins’, and Jaffurs’ 

studies.  Based on the observed trends among the Venda people, Blacking added 

evidence toward the claim that music is an innate quality in the human being and 

everyone is capable of being musical.   

As Campbell (1995) and Green (2008) attested, the discussion of informal 

learning among popular musicians in music educational research began with Bennett 

(1980).  Bennett conducted a study where he observed the practices of rock musicians as 

an insider.  Bennett joined many performing bands, and most of the musicians in these 

various groups were open to participation in his study.  However, he did not want band 

mates to know they were research participants until he gained admittance into a group 

and a practice session had occurred.  Bennett described the processes to become a 

successful musician in a local performing band through his experiences.  The pathway to 

success for a rock band at the time of his study included a sequence of events.  The rock 

musician’s career began with acquiring an instrument.  The forming of a first group 

occurred even before learning to play the instrument.  Group learning through the 

informal process of copying recordings comprised the educational process of the 

musician(s).  Group composition, developing the set list, gigging, and recording 

represented the outcomes of the groups studied by Bennett. 
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Three issues regarding group dynamics emerged in Bennett’s 1980 study as rock 

groups spent more time together.  First, personalities collided among band members, 

resulting in the exits of some people and entrances of others.  Second, limitations existed 

concerning the practice sessions such as space requirements.  Difficulty communicating 

represented a third issue during practice due to noise levels hindering vocal interactions 

and instrumental balance when playing.  Bennett’s role as an insider provided a richness 

to that data few other studies accomplish; however, he spent limited time with each band, 

which caused tension with at least one group of participants.  I speculate a possible 

limitation to the research process of Bennett’s study.  Studies such as Campbell (1995) 

Green (2002) relegated the role of researcher to outside observer.  Due to the researcher 

not having lived the experience with her participants, some data richness may have been 

lost.  However, one can argue that there is more detailed observation when one does not 

have to participate in performance.   

Bennett (1980) described how bands and musicians began building their 

repertoire for future performances.  He described the process of “song getting” (p. 132) as 

the ability to “get” or learn to play a song through the aural process of copying a 

recording.  Bennett then described a concept of notation, unique to Western Art Music, 

where notes (words or symbols) provided a map for how the musician should play.  

Campbell (1995) described a similar practice where band members simply wrote out the 

lyrics to a composition and provided chord changes.  Whether a band used written notes 

or recordings to learn their material, Bennett observed the goal of creating a set list.  
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The final step Bennett (1980) described in the development of a rock group was 

acquiring gigs.  Bennett defined the term gig as “a piece of musical work (a job not a 

composition)” (p. 83).  Gigs were broken down into three categories: Social, ceremonial, 

and bar gigs.  Social gigs represented music performed at social events where people 

attended to see the band perform.  Ceremonial gigs were similar to social gigs except the 

nature of the gathering concerned some other purpose such as a wedding or birthday 

party.  Performances at local establishments where patrons purchased music along with 

alcohol defined bar gigs.  The concert gig represented an added category not included in 

Bennett’s classification since he considered them rare.  The concert gig occurred when 

people came strictly to hear a particular band play and the local group opened for the 

more popular band.  

Bennett (1980) illustrated the popular music process in a detailed way not 

previously achieved.  Green (2002) credited Bennett’s work as the foundation of 

understanding how popular musicians learn.  Campbell’s (1995) work described a more 

contemporary practice similar to the processes illustrated in Bennett.  Ultimately, Bennett 

reported many elements relevant in today’s society regarding the practices of popular 

music performance.  Bennett’s research is important to the present study as it 

demonstrated how students who work informally perceive the pathway to success.  

Alternative music programs based on evidence collected from at least one site in the 

present study achieve success through following a similar path as described by Bennett.  

As the concepts of student-centered learning and popular music instruction 

continued to be developed within schools, the study of informal music learning was 
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occurring outside the school context.  Campbell (1995) described a garage band 

movement predominantly among adolescent males involving the concept of informal 

music learning.  In 1994, she studied two garage bands from the Seattle area in order to 

understand their music making process.  Participants in her study started out in traditional 

large ensembles and had later quit due to dissatisfaction.  Though they discontinued 

musical activity at school, these musicians actively created and performed music on their 

own.  

The process Campbell (1995) described regarding the music activity of the 

musicians in her study included the use of aural techniques to copy recordings of the 

music they enjoyed.  Campbell studied two groups of musicians one described as more, 

the other less advanced in their garage band experiences.  Campbell observed three trends 

concerning the music making processes among the less advanced group.  The first 

involved individualized effort among members where a musician would try on his own to 

learn a riff, or musical idea in a popular song similar to a phrase.  An “expert,” who often 

assumed the role of a leader, emerged and worked with others in the group to assist with 

the learning process.  Finally, a group rehearsal process occurred; all the musicians in the 

band worked together to “get the song” or pulled all the musical ideas and instruments 

together (Campbell, 1995, p. 17).  Similar to any class that builds upon previous 

knowledge, the song getting process remained a vital part to building the band’s 

repertoire, but new priorities, such as composition and performances, emerged in the 

more experienced group in Campbell’s (1995) study.    
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 The more advanced band Campbell (1995) examined utilized the same 

techniques as the lesser-experienced group, but they engaged in a group compositional 

process apart from copying songs.  She described the songwriting process as an 

individual’s creation of musical material followed by transcription of those ideas onto 

pieces of paper containing the words and chord changes for the guitar.  The composer 

taught the song by playing and singing it while the other musicians created their own 

accompaniments (p. 18-19).  Though a leader emerged in this process, it is different from 

the transmission model described by Wink (2011) due to how the other band members 

created their own products separate from the leader.  Bands with leaders who stifle the 

creative output of other members often have personality conflicts and fall apart (Gardner, 

2010).  This article demonstrated the efforts young people took on their own to make 

music outside of school that mirrored some of the ensemble rehearsing used in the 

classroom.  

Although Campbell (1995) made interesting observations about informal learning, 

there were some areas where more information would help substantiate those claims.  

Campbell asserted that she observed and interviewed band members from two rock 

bands.  She did not say how many observations were made or how many of the band 

members were interviewed.  I question the validity of some of her statements, as it is hard 

to know for sure on what basis she makes a claim.  An example where more information 

about her meeting frequency was needed occurred when Campbell said, “They (the band) 

meet regularly on weekends and some evenings” (p. 13).  Campbell did not share the data 

to verify that this happened.  Perhaps this information was mentioned in an interview of 
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casual conversation; however, she does not cite such an event.  It would have been 

interesting to know how often each of the groups Campbell observed actually met, as that 

information might have explained the level of dedication a group had unto itself.   

Green (2002) followed up the work of Bennett (1980) and Campbell (1995) with 

her study of popular musicians in England, illustrating the pathways to success of various 

musicians in England who played popular music.  Green interviewed fourteen 

participants ranging in age from fifteen to fifty.  Interview items included gathering 

information about the participants’ musical backgrounds and the attainment of their 

current level of success at the time of her study.  Green explained that all fourteen 

participants had some formal musical training; however, not all of them received it on the 

instruments they played professionally.  The purpose of Green (2002) was to learn about 

the informal processes these musicians used to learn their craft.  She discovered that 

popular musical influences were present at a very early age in her participants through 

media (e.g., radio and television) and parental influence.  Green described the process of 

“musical enculturation” where people learn musical skill through immersion in “everyday 

music and the musical practices of one’s social context” (p. 22).  She added that musical 

enculturation expanded when an individual began copying elements of music previously 

internalized through listening in performance. 

Green (2002) illustrated the development of the popular musician, as adapted 

from the testimony of her participants.  She described how the participants in her study, 

moved beyond enculturation, and developed their own curiosities about music that led to 

the purchase of first instruments.  The early stages of growth on these instruments 
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involved some formal lessons for a few participants; however, the bulk of learning took 

place initially by copying or “covering” musical recordings through a performance 

medium (e.g., singing or playing an instrument).  The next step involved the formation of 

bands where a combination of group and leader driven processes determined the 

repertoire performed.  Green described how popular musicians learned through watching 

other musicians in their groups or from other more successful groups.  She described how 

notation, implemented very late in the process of musical growth, occurred through a 

unique process.  When sharing musical ideas, most members wrote down lyrics or chords 

on paper, while very few others embraced the Western Art Music system of notation.  

Musicians then created their own parts from these notes, or lead sheets, provided by other 

members, and perfected them in group rehearsal.  

Though Green (2002) was a window into the world of popular musicianship, a 

limitation to the study existed.  Green’s participants were all musicians from England 

having attended school in that school system.  American schools, for example, are much 

different from the British.  A broadened study over multiple cultural contexts might have 

revealed characteristics generalizable to a greater population of musicians.  

Green (2002) was influential as she demonstrated how young people learned the 

music they wanted to play outside of school.  She clearly illustrated the pathway to 

success in informal learning by her participants.  By documenting the process, Green 

provided a guide for future popular musicians to follow.  Additionally, Green offered 

information that helps teachers to understand how they might provide opportunities for 

students in their classrooms.  Her findings regarding informal learning are essential to the 



 

 49 

present study of how teachers who provided alternative programs developed instructional 

strategies.  

Until now, the literature examined regarding informal music study in this project 

has illustrated a dichotomy between student activities at school versus music made in 

other contexts.  Jaffurs (2004) explained that students involved in school music programs 

took the knowledge they gathered and utilized them in their own informal processes.  

Jaffurs  quoted one of her participants who said, “Whenever I’m home and I get a new 

song in band, when I’ve done band or marching band, depending on whether or not I like 

the song, I take the notes off and put it on guitar and see how it sounds” (p. 196).  Jaffurs 

asked one of her students if she could observe the activities of the rock band in which this 

individual participated.  Upon receiving permission, she then conducted a case study of 

the group through interviews, observations, and field notes of two rehearsals the group 

had.  She weaved in discussion of previous literature as she explained what she observed 

among her participants.  She was interested in combating the perception of Small (1998) 

who made a bold claim that many music teachers are only interested in promoting their 

own musical agendas, and students who are not interested in that are therefore not 

musical.  

Jaffurs (2004) found that in the group she studied a democratic process of 

participation in learning existed similar to what Allsup (2003) described.  She stated, 

“The band members said that there was no leader of the group and that they all composed 

the music together” (Jaffurs, 2004, p. 197).  This interesting claim appeared to contradict 

what Campbell (1995) said about the emergence of a leader in a garage band.  Jaffurs 
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admitted that the keyboard player fielded the most questions about music by the rest of 

the group, so it is unclear how valid her participant’s claim was about the lack of 

leadership.  However, the participants did not see any one person as a group leader.  The 

idea of equality in the groups Jaffurs observed only worked if the musicians treated each 

other as equals yet recognized where individual talents differed amongst members.  It 

appeared that the group Jaffurs observed were able to capitalize on the talents of 

individuals in order to make the musical creations of the group a better quality.  Jaffurs 

showed how the democratic process can work effectively when musicians accept each 

other as equals.  

Tobias (2010) investigated what students learned in a songwriting and technology 

class and how that knowledge influenced their practices outside of the school.  Tobias 

focused his case study on two sections of one particular class, where students were 

required to write music using Pro Tools software accepting any type of musical genre.  

He explained Pro Tools as music industry software containing layered recording 

capabilities that allow the user create, record, edit, and mix music (p. 139).  This was the 

primary tool for the class, although the teacher used other secondary technologies such as 

GarageBand (sound generation software) and Sibelius (notation software) on a lesser 

scale.  This was initially a formal, teacher led, course where students listened to lectures 

from the teacher and learned how to use the software.  However, once students completed 

training on the software and received their homework assignments, they had autonomy to 

complete their projects in any style or manner desired.  The primary focus of the class 

was for students to take a musical idea they had in their head, create a performance 
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recording, and write a lead sheet illustrating the music (p. 140).  Students were in charge 

of their own projects without teacher intervention, and when collaborating in groups, 

some students took on leadership positions to guide projects to fruition (p. 130).  

Interesting to the course Tobias observed was the conception of the title “Songwriting 

and Technology” since earlier iterations of the course that used words such as “theory” 

and “composition” in the title experienced fewer enrolled students.  It was possible that 

students were attracted to the course under its new title due to the perception of it being 

an alternative music program.  It would have been interesting to see what other courses 

students in this class took and if this course lowered inhibitions about taking additional 

music classes at school.  

Participatory culture and music study 

 This section considered research that defined participatory culture followed by a 

discussion of how it is relevant to this study.  Participatory culture is a concept that has 

been linked to the study of people’s interactions with media (Clinton, Purushotma, 

Robinson, & Weigel, 2006; Jenkins, 2013; Tobias, 2013).  Clinton et al. (2006) defines 

participatory culture 

as one: (1) with relatively low barriers to artistic expression and civic 

engagement; (2) with strong support for creating and sharing one’s creations with 

others; (3) with some type of informal mentorship whereby what is known by the 

most experienced is passed along to novices; (4) where members believe that their 

contributions matter; (5) where members feel some degree of social connection 

with one another (at least they care what other people think about what they have 
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created).  Not every member must contribute, but all must believe they are free to 

contribute when ready and that what they contribute will be appropriately valued.  

(Clinton et al., 2006, p. 9)  

This definition mirrors many of the aspects demonstrated in the literature addressing 

informal learning practices previously examined.  For example, the idea of sharing 

creations with others through participatory music making in Clinton et al. was similar to 

the informal compositional process described by Campbell (1995) and Bennett (1980) 

where group leaders shared riffs that were expanded by the remaining members of a rock 

or garage band.  Social connection within the group, mentioned as part of the definition 

of participatory culture in Clinton et al., was similar to the process Bennett described as 

part of early band development.   

Clinton et al. (2006) explicated the efforts teachers took to educate students on 

how to engage with media.  He also discussed the benefits of participatory culture, 

considering it the empowerment of young people for success in a society where media 

development is a growing industry.  Examples of media output as described by Clinton et 

al.  Included areas such as blogs, video games, wikis, and podcasts.  The authors 

suggested that four expressed forms of participatory culture led to the creation of media: 

Affiliations (memberships), expressions (new creative media forms), collaborative 

problem solving (teamwork), and circulations (output).  In order for people to grow in 

knowledge and confidence to engage in participatory culture, Clinton et al. suggested that 

educators show the importance of the field and provide expertise guiding the activities of 

future media developers.  Various skills such as performance, judgment, and multitasking 
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built the argument expressing the need for more educational opportunities in media 

literacy.  The suggestions Clinton et al. listed as outlets for developing media literacy 

included courses in media development and after school programs supported by schools, 

parents, and the community.  The essay ended with a plea to pursue media literacy 

development as a means of giving all students a chance to succeed in contemporary 

society.  

Participatory culture discussed in Clinton et al. (2006) could adapt to the music 

classroom.  The four forms of participatory culture examined in this article exist in music 

activity.  Examples include affiliations with a garage band or large ensemble, expressions 

through group identity and musical preference for study, collaborative problem solving as 

done through the group compositional processes of garage bands as described by 

Campbell (1995) and Jaffurs (2004), and circulations that align with the concept of 

presenting finished musical products in a performance.  Elements of participatory culture 

explained by Clinton et al. existed in two of the cases (engine room of the steel band and 

the guitar club) examined in the present study. 

Jenkins (2013) expanded the participatory concept of affiliation described by 

Clinton et al. (2006) and the cultural affiliation of people and popular music explained in 

Choate (1968).  Jenkins defined fandom as a person who moved beyond merely taking 

interest in a particular form of media such as television show or performing group, and 

affiliated with the subculture that shares the common value of appreciation for such 

content.  His book demonstrated that fans grow in knowledge of the group in a way that 

sets them apart from others similar to the acquisition of skills.  The concept of fandom is 
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important to the present study in that teachers desire to know what their students’ musical 

fan-like tendencies were when planning content for alternative programs. 

Two authors recently explored the topic of adapting music education to 

participatory culture in society: Tobias (2013) and Regeslski (2013).  Tobias explained 

many of the ways people engage with music in participatory culture.  He lists eleven 

different ways people engage with music in contemporary society that exist separately 

from the classroom.  For example, concepts like covering, where musicians seek to create 

a replica of an existing song, and creating mash ups, where artists take portions of song 

recordings and combine them to create something new, represent a few of the ways 

people engage with music in participatory culture.  Tobias then suggested three different 

scenarios for merging some of the ways he listed into the music classroom: one included 

having teachers create opportunities for students to interact with music using the 

contemporary practices listed and allow them time to reflect on the process, a second 

option included engaging in public contests and events, and a third scenario called for the 

expansion of how people engage with existing art or music.  Tobias called for a 

reconceptualization of certain aspects of music instruction within the classroom that 

allowed for students to grow as musicians.  He avoided discussion about how this might 

work in a traditional ensemble course and much of his discussion considered what would 

be taught in more of a general music setting.  It would have been interesting to see how 

the concepts of engaging with music would complement existing traditional large 

ensembles.  
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 Complementing the claims made by Tobias (2013), Regelski (2013) added 

discourse concerning the importance for school programs to adapt to the needs of all 

music students.  Regelski expounded further on the topics of participatory music and 

culture as mediums for reaching a broader base of music students outside the large 

ensemble.  He claimed that “curriculum should be a range of action ideals (valued 

directions), among which should be promoting the means and dispositions of graduates to 

participate musically in contemporary society” (p. 41).  He also stated higher priority be 

given in the music classroom for students to formulating judgments and opinions about 

music.  Finally, Regelski adds clarification to the issue that participatory music should 

not replace existing traditional large ensembles in schools but rather add to them saying, 

“Tobias does not seem to be suggesting that such traditional musics be jettisoned; a close 

reading reveals plenty of alternatives to the previously envisioned chamber music (in 

schools)” (p. 39).  Approaches such as the ones suggested by Tobias and affirmed by 

Regelski represent some ways teachers can reach a larger student population outside the 

large ensemble.  

Alternative music courses and activities 

 Some schools and researchers have implemented and studied informal music 

making practices and other alternative courses and activities that appeal to a broader 

student base (Abramo, 2010; Campbell 1995, Cohen, & Roundabush, 2010; Constantine, 

2010; Gardner, 2010; Green, 2008; Jaffurs & Younker, 2010; Regelski, 2013; Tobias, 

2010, 2013).  Informal music making can be defined as the music made independently of 

the traditional methods of study influenced by teachers and curricula in schools (Green, 



 

 56 

2002).  Traditional music education involves the direct instruction of studio; general 

music courses; and large ensembles such as bands, choirs, orchestras, and various 

chamber groups therein (Green, 2002).  As students continue to choose more informal 

learning processes, music educators are faced with declining enrollments and pressures to 

cut programs due to what some consider a lack of funding and/or interest (Green, 2002; 

Kratus, 2007).  In America, school music programs considered “healthy” contained as 

little as 15% of the student population (Schuller, 2010; Strand and Sumner, 2010).  

Teachers and researchers have created and studied informal and non-traditional music 

programs in order to serve more students who would not otherwise participate or provide 

extensions to the large ensemble (Abramo, 2010; Cohen, & Roundabush, 2010; 

Constantine, 2010; Gardner, 2010; Green, 2008; Jaffurs & Younker, 2010; Scheib, 2003; 

Strand & Sumner; 2010; Tobias, 2010).  This section examined the most relevant 

research efforts in alternative music programs.   

 Following previous study concerning how popular musicians learn, Green (2008) 

researched the effects of incorporating informal learning into the music classroom.  She 

gathered information from 21 schools, 32 music teachers, and over 1500 students.  She 

focused most of her energy on seven particular schools (pp. 14-5).  Green conducted a 

seven-staged project that incorporated five characteristics of informal music learning in 

the classroom.  The five characteristics included: (a) student selection of repertoire; (b) 

copying recordings by ear; (c) practicing alongside friends using self-, peer-, and group-

directed learning; (d) acquiring skills haphazardly through a holistic process; and (e) the 

integration of listening, performing, improvising, and composing throughout the learning 
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process with an emphasis on personal creativity that produces new, not copied, music 

(Green, 2008, p. 10).  The seven stages Green implemented in her project included: (a) 

learning through copying a recording using an instrument of choice; (b) learning a 

preselected piece of music, with a CD and a worksheet that breaks down the elements of 

the piece; (c) repeating the first stage with students having acquired more knowledge; (d) 

composing informally; (e) observing a band or group of musicians composing informally; 

(f) choosing from a group of classical pieces that have the potential to be familiar as they 

had been used in popular media (commercials and TV shows) and repeat the first stage of 

the project; and (g) using less familiar classical music and learning guides as in stage b to 

help as they reengage in the activities of stage a.  The learning characteristics and stages 

of this project informed the present study as ways the teachers in the different sites 

observed could approach pedagogy in their alternative music programs.  

 Some findings interesting to Green (2008) reflect elements of student-centered 

instruction.  Through the interview data Green collected, students indicated that they 

were more satisfied with learning using the music they chose for themselves and did not 

enjoy the part of the project where they were required to use classical music.  One student 

said, “I really don’t think it should be in the curriculum ‘cause it’s not our generation’s 

music really” (p. 177).  However, some students did believe that classical music should 

be included because it is good for a person similar to how vegetables are healthy for the 

body.  Students particularly enjoyed the opportunities to learn autonomously and some 

preferred not to have the pedagogical guides in stage b even though the musical product 

was better with the supplements.   
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 Green (2008) placed classical music toward the final stages of the project.  The 

fact that it comes so late in the process (stages f and g) suggests a possible hierarchy to 

music study.  One might interpret a possible employment of the bait-and-switch 

technique.  Though Green may not have intended to taint the project in this way, the 

possibility exists that some students might have perceived the entire project as part of a 

larger scheme to stimulate interest in classical music.  Other courses might have appeared 

more attractive to students since they know up front that classical music study is not 

included (Tobias, 2010).   

 Abramo (2010) examined the effects a guitar class, focusing on popular music 

study, had in attracting students not involved in the other large ensemble courses in the 

school.  Abramo, the author and teacher of the course that functioned as the case in this 

study, per administrator request, offered an alternative program to address weak 

enrollment in music courses at his school.  He created what he called a “popular music 

classroom” (p. 18) where students catered learning to their own interests, often breaking 

into smaller groups or working individually.  Instructional units began with the students 

“listening to and playing along with recordings that share similar keys” (p. 18) that the 

teacher found for them.  They focused their performance activity on deciphering certain 

aspects of a song (e.g., strumming chords, playing melody, improvising solos, etc.).  

Students were encouraged to add songs to study as the course ensued.  Some branched 

out into playing other instruments such as bass guitar, electric guitar, and keyboards; 

however, Abramo found the acoustic guitar to be most effective.  A second focus of the 

class included the theoretical and cultural analysis of the music studied.  Discovering 
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patterns, tonalities, form, rhythm, melodic contour, and imagery exemplify a few of the 

areas the author expected his students to discuss.  Abramo’s (2010) article was one of the 

few that actually addressed the issue of appropriateness of musical lyrical content since 

popular songs can contain controversial material.  He did not offer a solution; rather, he 

stated that the appropriateness issue transcended his class and affected other curricular 

areas.  Abramo asserted that the class’s purpose was serious to the study of music and 

was not concerned with “’the bad stuff;’ rather, the teacher ought to help the students 

become informed listeners” (p. 25).  Though not discussed in the article, it would have 

been helpful to know what suggestions the author had for the teacher to monitor 

appropriateness since there are many arguable elements in popular music that schools and 

parents would deem inappropriate and teachers might consider musically brilliant.  The 

success of Abramo’s class is noteworthy since it grew to have four sections comprising 

about eighty students and could “only accommodate about half the number of students 

who want to take the class” (p. 20).  I observed guitar instruction, listed in Abril and 

Gault’s (2008) study as a desired curricular direction for schools in America, as an 

alternative program in the present study.  The progression of learning in Abramo’s course 

informed my understanding of guitar pedagogy needed to study the guitar club case in the 

present study. 

 Another alternative music program in Iowa that created opportunities for middle 

school students had similar success to Abramo (2010).  Cohen and Roudabush (2010) 

conducted a case study of an alternative middle school music program that diversified as 

it grew.  Cecilia Roudabush and Terri Finger created a series of adaptive courses to serve 
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their student population.  Their efforts addressed the new regulations that came with the 

passing of No Child Left Behind (NCLB).  NCLB was an American accountability 

measure that considered school performance in tested subjects and allowed the 

government to withhold funding from schools that performed below a certain level.  This 

legislation was damaging to music education in that music content was not included on 

the comprehensive exams considered in a school’s review, nor was music a tested 

subject.  The school in Cohen and Roudabusch’s study no longer could offer general 

music courses for students who participated in large ensembles.  The effect was that 

students who took general music either had no musical training or had quit the large 

ensemble portion of the program previously.  Realizing that this group would not 

generally be interested in a required music course, Roudabush and Finger redesigned the 

curriculum to include areas of popular music.  Curricular offerings included: music tech, 

where students learned how to use technologies such as music notation software, electric 

guitars, and keyboards, to interact and play music; composition, where students used 

technologies to create new music to be played by a college ensemble; Rock Band 101, 

where students learned the history of rock music and how to create it using notation and 

keyboards; adaptive music, where students with special needs explored music making 

through an array of instrument choices and participatory exercises; and a garage band 

after school club, which took place off site and existed as a free space for any music 

student to explore making music using popular and rock instruments. Cohen and 

Roudabush acknowledged the difficulties with funding and assessing students in 

alternative music programs and provided suggestions as to how to address these issues.  
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Roudabush and Finger changed the perceptions of the school music program for the 

students who did not participate in the large ensembles.  They created a place for students 

to receive an enriching music education that addressed their musical needs.  I would be 

interested to see what the enrollment statistics were for these courses and whether they 

received additional funding by the district to enhance these courses through materials and 

staffing.  In addition, it would have been interesting to see if other preexisting areas of the 

music program, such as large ensembles, were impacted by these courses.   

Constantine (2010) studied a school program that took the use of popular music 

and informal learning and combined it with performance of orchestral instruments.  The 

Lakewood project “answers the question of how to combine contemporary techniques 

with a traditional classical program” (p. 62).  The traditional classical program in this 

instance can be associated with how the present study has defined traditional large 

ensembles.  It functioned as a pop orchestra with support from Mark Wood, a member of 

the Trans-Siberian Orchestra and a prominent performer and producer.  Auditions 

considered performance technique and musicality, similar to orchestral programs found 

in schools.  The sound of the group mixed the classical orchestral sound with rock music.  

However, it included rock instruments such as guitar, keyboards, and drums in the 

orchestration.  It grew to become the premier string ensemble of the Lakewood 

community, and string students in lower grades aspired to be in the group (Constantine, 

2010).  The Lakewood project effectively traditionalized an alternative music program.  

However, should the goal of an organization like this be to take a musical form that is 

accessible by all and narrow it to only be performed by a few?  It would have been 
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interesting to see if other projects emerged to give a greater host of students the 

opportunity to be involved in something like this.  

Gardner (2010) studied a rock ensemble class in a Pennsylvania high school in 

which the teacher of the course, Jim Robinson, created a structured yet student-centered 

environment that was sensitive to individual needs.  The purpose of the class was the 

creation and rehearsal of new music apart from obtaining gigs and high grades.  Robinson 

took a structured approach to teaching the class asserting that the garage band model, 

such as the one described by Campbell (1995), was not in use in the class.  Some students 

had jobs such as performers or light and sound technicians; others used their time to 

practice or observe.  Robinson guided students’ discovery and provided experience in the 

various roles associated with performance of popular music.  Gardner explained 

Robinson’s rationale for assuming leadership of the class stating:  

The dissolution of bands are often centered on conflict between personalities as 

they attempt to negotiate the learning and creative process.  This is where 

Robinson’s leadership eliminates much friction, although it does not eliminate the 

need to mediate frustration, conflict, and tension between students.  (Gardner, 

2010, p. 84) 

Though there was an overarching structure to the class, student guided the activities.  The 

processes of learning music remained open to reading tablature charts or listening to 

recordings.  One might think that the structure of the class would scare students away, but 

the enrollment for Mr. Robinson’s class grew every year since its inception, creating the 

need for three sections of the class with the possibility of more.  This article was 
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significant to this study in that it illustrated structured approaches to teaching music 

courses that captivated student interest and avoided the complete autonomy Green (2002) 

suggests.  

Many of the studies presented in this section involved direct activity with rock 

and popular music; however, others explored alternatives using technology such as the 

class described in the case study by Jaffurs and Younkers (2010).  The purpose of the 

course was to create experiences for interactions with music through an online class 

where participants met through avatars in a virtual world.  Students streamed live 

performances via their computers using their own acoustic or electronic instruments and 

jammed or shared musical ideas with others.  This class created an informal learning 

situation as the activities were virtually outside of the school, and yet structure existed to 

guide musical development.  Limitations to this approach existed due to technological 

difficulties; however, this study provided a glimpse into a direction for the future of 

music study by bringing people together through an unconventional means to participate 

in music making activity.  It would have been interesting to hear if the students felt more 

comfortable in vulnerable situations when cloaked by an avatar to see if that allowed for 

increased creative flow whereas the course in Jaffurs’ and Younkers’ study appeared to 

be more concerned with allowing students the freedom to explore their interests.  

Scheib (2003) examined the responsibilities of four music teachers and the 

stressful nature of directing a successful competitive show choir.  Scheib described show 

choir as an extracurricular activity that grew to be a highly successful organization, much 

like the other aspects of this particular choral program.  He stated: 
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The show-choir program grew from having only a few local community 

performances to being a highly competitive organization that participates in 

numerous show-choir competitions.  As a result, members of the show-choir 

program attend mandatory camps, need to participate in several fundraise 

opportunities, rehearse several hours each week outside the school day, and 

perform at numerous competitions around the state.  (Scheib, 2003, p. 127) 

The expectations listed above aligned with the descriptions of others who described the 

show choir experience (e.g., Mack, 2011; Weaver & Hart, 2011).  The show choir group 

fit the description of an alternative music program, as it existed separately from the large 

ensembles.  Lisa directed the show choir in Scheib’s study.  She pushed her students to 

strive for excellence in all of the music courses and activities she taught and her music 

program grew throughout her eleven years employed at her school.  The information 

presented in this article benefitted the present study by allowing me to understand the 

attributes of a typical competitive show choir program.  It was important to know what 

the attributes of a “typical” program of this type were, since one of the cases in the 

present study was a show choir.  

Initiatives in higher education have taken place to give students experiences with 

the popular music aspect of an alternative music program.  Strand and Sumner (2010) 

examined one such opportunity through an action research study.  The authors, both 

teachers of the course studied, implemented their project within a music methods class 

for pre-service teachers “through the creation of rock bands, dialogue, and journaling” 

(Strand & Sumner, 2010, p. 283).  Students, in addition to learning music through an 
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informal process as described by Green (2002), were responsible for answering questions 

about their experiences concerning collaboration, the informal process of making music, 

and the implementation of such activity in their classroom.  Strand and Sumner engaged 

in a student-centered approach to the topics they pursued.  By turning the responsibility 

of setting learning goals and the process of assessment over to the students, the direction 

of the class became a more informal learning setting in rock music.  Students generated 

the goals for learning as criteria for the assessment rubrics that measured growth within 

the informal learning process.  It would be interesting to see how students in schools 

respond to assessment on such a rubric as some could view it as an infringement of 

creativity.  Obviously since the population of this course was primarily pre-service 

teachers, rubrics existed as a common tool for these students.  The results of this study 

supported the study of informal learning practices and experiences using popular or rock 

music in the classroom for pre-service teachers.  Strand and Sumner stated that the course 

was highly successful, and that students accurately assessed each other using the rubrics.  

They understood the need for informal music learning and related it to their own formal 

learning experiences.  

A finding that came from the Strand and Sumner (2010) study provided insight to 

the assessment of student growth in music.  An important implication of this study 

involved how “students discovered the ways in which teachers can determine how 

learning occurs and what to look for when evaluating student growth” (Strand & Sumner, 

2010, p. 294).  Extant literature concerning the assessment of student growth in music is 

limited.  Grant and Drafall (1991) asserted that the process of assessing and showing 
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evidence of student growth in music has been considered difficult when addressing such 

a topic in teacher evaluation.    

Opportunities similar to the one examined in the Strand and Sumner (2010) 

experiment have occurred in American universities.  At the time of this study, the 

University of Nebraska – Lincoln offered a course in popular music performance for its 

senior music education students.  Listening to the perspective these pre-service teachers 

provided in their video testimony revealed how they saw a need for educators to provide 

opportunities such as the one they received in the class to their students (Students talk 

about popular musicianship class, 2013).  Instructor Robert Woody also explained that 

one of the primary goals of the course concerned the call for music education graduates 

to develop similar courses and activities as they move into school positions.   

Davis and Blair (2011) examined the transformation of pre-service teacher 

perspectives over the inclusion of popular music study in schools.  Utilizing performance, 

discussion, and written reflection in the process of implementing a collegiate course, 

Davis and Blair discovered issues that exist for teachers who wanted to initiate a 

completely student-centered approach to teaching popular music in a collegiate methods 

class.  One issue concerned the limitation of time for students to organize groups and 

select their repertoire.  The authors recommended that teachers provide a repertoire list 

from which students choose music to perform in class.  In addition, Davis and Blair 

disclosed that students were encouraged to meet outside of class to organize and practice 

the music they selected to perform.  Both Robert Woody, through a personal 

communication, and Davis and Blair acknowledged that students have busy schedules 
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and limited access to equipment which makes additional meeting efforts challenging.  

However, in both situations students creatively found ways to persevere. 

Teacher qualifications, expertise, and instructional roles 

Teachers not comfortable with teaching the subject matter of alternative music 

programs emerged as a trend in recent study (Green, 2008).  Some of the greatest 

challenges to implementing alternative music programs that operate informally have been 

giving students the autonomy they need to function and to have access to the expertise 

necessary to help them when they want it.  Green (2008), Allsup (2003, 2011), and 

Strand and Sumner (2010) described the roles teachers took in these situations.  

 Green (2008) described a process for implementing informal learning in the 

general music class.  The primary tasks of teachers in Green were to set guidelines for 

behavior, explain the goals/tasks for each stage, and observe student activity.  Teachers 

helped students create strategies for meeting their goals, but they did not create any goals 

or objectives outside the parameters of the project.  The various stages of the project were 

to copy recordings; therefore, the CD or digital recording of a song was the primary 

authority (p. 57).  The role of the teacher in this setting, if considered under research 

guidelines, was that of a participant observer (Glesne, 2011, p. 69) who moved from a 

peripheral member to a complete member researcher (Angrossino, 2010, p. 167).   

The role of the teacher as participant observer was similar in Strand and Sumner’s 

(2010) study.  This study called “the Rock Project” was a course in higher education for 

pre-service music teachers (Strand & Sumner, 2010, p. 285).  The purpose of the rock 

project was to implement aspects of Green’s (2008) study, making pre-service teachers 
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the students.  By the end of the course, these pre-service teachers could consider their 

experiences for future reference in their careers.  This course had the added component 

assessing the informal musical groupings of students.  The tools used were a set of 

rubrics that measured performance quality (pp. 289-291).  Students could see the use of 

rubrics, similar to the Davis and Blair (2011) study, as an infringement on creativity and 

it would have been interesting to see how students outside of higher education might have 

responded to them.  A key finding that guided the present study, was that students 

reported little change in what they considered “musical knowledge” (p. 293) having gone 

through the project with no mention made of the teacher’s influence.  The information in 

these research efforts informed the present study concerning how teachers in these 

situations helped students achieve their own goals.  

 Allsup (2003) considered open composition among small groups of high school 

students with teacher-facilitated progress.  The teacher in this situation was a facilitator 

or one who designated the projects for the students but did not provide instruction in 

performance or rehearsal techniques.  Allsup studied a group of nine high school students 

who formed two groups in order to compose music.  One group abandoned their classical 

instruments to form a rock band; the other chose to retain their classical instruments for 

the project.  The group activities were not necessarily performance driven but rather 

focused on the production of new music.  Each group had to produce new music using 

their instruments.  The author explained the move from planned, procedural instructional 

methods towards the organic student driven processes of this project as “authority based 

learning versus democratic learning” (p. 27).  Allsup’s project utilized a democratic 
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approach to learning where the teacher learned from the students, the students learned 

from the teacher, and the students learned from each other.  The results of Allsup 

represented a successful democratic process as it provided an equally participatory 

environment which alleviated the issue of dominant roles within small groups as 

observed in previous research (e.g., Campbell, 1995).  

 A democratic approach to learning has been effective in other activities observed 

by Freire (2000).  He described a dialogue between all class members and the teacher to 

discover new knowledge in a democratic setting.  He also stated that educators concerned 

with democratic practices engaged with student interests more than their own.  This 

statement was profound in that many educators and policy makers create prescribed 

standards for music curricula not considering the interests of students.  

 Allsup (2011) conducted another project where he created “classroom garage 

bands” (p. 31) in his secondary music methods course, facilitated within a democratic 

classroom structure.  This study was similar to Strand and Sumner’s (2010) study, 

however, focused more on the creation of music rather than assessment standards.  

Classroom garage bands in Allsup considered multiple groups of five classically trained 

college students that formed for one semester to learn about different ways to create new 

music.  The class utilized, though was not limited to, popular rock instruments such as 

guitar, bass, keyboards, and drums.  The goal of Allsup’s class was not to fall into the 

bait-and-switch technique but rather to take a variety of musical styles and study the 

structures and elements present within songs.  The culmination of the course considered 
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the products created by the student groups informed by the various styles of music 

introduced along the way.  

Allsup’s 2011 study illustrated how teachers move away from the 

master/apprentice model and take a more facilitative role in the classroom.  The 

democratic classroom that used collaboration among all parties existed while the teacher 

maintained control.  Allsup stated that, “The teacher-facilitator takes an active role in 

setting up musical challenges, moderating discussions, and posing questions that require 

critical thought” (p. 33).  Allsup took the garage band model of learning plus the 

collaboration among students and connected it to the democratic classroom model 

described in his previous research (Allsup, 2003).  Allsup recommended this combination 

as a viable option for teachers in popular music education:  

Teachers must take an active role in shaping what an educational encounter with 

popular music looks like.  A garage band approach has the advantage of 

circulating knowledge and skill.  But more important, this method offers a 

democratic vision of interacting musically with students we teach.  (p. 34) 

Where other research appeared to completely remove the teacher from the learning 

process using popular music (e.g., Allsup, 2003; Campbell, 1995), or placed the teacher 

in the master/apprentice role using popular music demonstrated in such studies as Knight 

(1982) and Swanwick (1968).  Allsup (2011) illustrated a process that appeared to 

straddle the middle of the two previously stated extremes.  This knowledge informed the 

present study in understanding effective roles teachers of alternative programs may 

assume. 
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 In conclusion, the comprehensive consideration of previous research discussed in 

this chapter informed numerous aspects of the present study.  Deciphering what 

constitutes a traditional large ensemble, as considered in the opening sections of this 

chapter, helped determine what Kratus (2007) and Williams (2007) consider as 

problematic in society.  Studying alternative music courses and activities, 

popular/vernacular music studies, and informal learning assisted with understanding how 

to reach people outside the traditional large ensembles of American schools.  Finally, the 

pedagogies examined in this chapter informed the present study by providing me 

knowledge to decipher what motivates students to participate in alternative music courses 

and activities.   
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Chapter Three: Methods 

Overview 

The purpose of the present study was to learn about alternative music programs in 

Minnesota by examining what teachers do in order to provide a quality learning 

experience for their students.  Alternative music courses and activities in the present 

study are extensions of music learning beyond traditional large ensembles or secondary 

school music programs (grades 5-12) as defined in the first chapter of this dissertation.  

The remainder of this chapter explains the processes used in answering the research 

questions of the present study.  Before describing the nature of the processes used in 

conducting research, I include a brief description of the approval process necessary to 

conduct fieldwork with participants.  I then discuss the qualitative paradigm and methods 

employed in the study; the researcher role; data sources, collection, and analysis; 

verification; ethical considerations; and narrative plan as outlined by the dissertation 

outline page retrieved from academiccoachingandwriting.org.  

Institutional Review Board (IRB) approval 

 

 Obtaining IRB approval was the first step in conducting the project.  I attached a 

copy of the letter of approval from this organization as Appendix B to this document.  

The purpose of obtaining IRB approval is to ensure the safety of the participants for this 

study by obtaining informed consent and obtain permission to conduct a University of 

Minnesota approved research project.  Copies of the invitational letters, consent forms, 

assent forms, and the observational protocol (explained later in this chapter) were 
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provided to the IRB committee for review.  I initially submitted my request for approval 

in late June 2013.  I received clarification instructions from the committee in July 2013, 

submitted my revisions shortly after, and received final approval in August 2013. 

Qualitative paradigm 

 

The intent of the present study is holistic in that I embraced a social constructivist 

approach to conducting research.  The social constructivist approach is one where the 

researcher seeks to understand the world in which they live and work (Creswell, 2009).  

The present study seeks to understand the world of alternative music courses and 

activities through the eyes of the teacher and students.  As described in Chapter Two, my 

previous experiences have shaped the understanding I have about the topic of alternative 

music courses and activities; however, my purpose in conducting the present study only 

uses that knowledge to inform my understanding and interpret meanings of the data 

collected, as described by Creswell.   

Qualitative methods 

 

The current research project embodies that of a multiple case study (Stake, 2006), 

but elements of a collective case study are also present (Schram, 2005).  Using multiple 

case study method afforded the personal opportunity to become part of the research, to 

build relationships with the participants, and to learn more detailed information about the 

cases.  Again, the multiple case study involves consideration of two or more units of 

study that are examined using identical research methods, so the data can be analyzed 

equally across each case (Stake, 2006).  This is different than the collective case study, as 
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those have been defined as the consideration of different units of study within one case, 

concept, or research question (Stake 1995).  My intent with the present study is to 

identify similarities and differences among cases using a uniform research method.   

 The process that would yield data to explain the context of alternative music 

programs in Minnesota was the multiple case study.  Case study is a qualitative research 

method that examines and analyzes participant(s) or object(s) through fieldwork, often 

involving interview data and observation (Eisenhardt, 1989).  Schram (2005) defined the 

instrumental case study as “the idea that the case can facilitate our understanding of 

something else; the researcher is focused on developing insight into an issue or external 

interest through a case” (p. 107).  Schram’s definition of a collective case study included 

the criteria of the instrumental case study with the option of having more than one case.  

The decision to use a multiple case study design as opposed to a collective case study 

allowed me to study the general aspects of pedagogy within and across numerous cases. 

Multiple case study 

Several authors have explained that multiple case studies offer a deeper 

understanding of cases studied (Miles, Huberman, & Saldana, 2013; Stake, 2006; Yin, 

2014).  Miles, Huberman, and Saldana add, “Multiple cases offer the researcher an even 

deeper understanding of processes and outcomes of case” (p. 30).  The multiple case 

study utilized currently, is the study of a quintain, or condition, within and across more 

than one case in a research project (Stake, 2006).  A quintain is “an object or 

phenomenon or condition to be studied – a target but not the bull’s eye” (Stake, 2006, p. 
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6).  The quintain in the current study is pedagogical approach, and the multiple case study 

explores what is similar or different about it within each case (Stake, 2006).   

I chose four as the number of cases to consider based on previous studies (e.g., 

Stake, 2006; Yin, 2014).  Yin suggested that conclusions arising from even two cases will 

be “more powerful than those coming from a single case alone” (p. 64).  Stake (2006) 

admonished the researcher who attempts to conduct a multiple case study by him/herself 

stating, “Some (cases) are selected to be studied.  Only a few cases can be studied 

thoroughly” (p. 3).  Yin, when illustrating a holistic (single unit of analysis) and 

embedded (multiple units of analysis) design, depicts four cases in each representation.  

Therefore, in order to be able to thoroughly examine each case and provide strong 

conclusions from more than one site, I chose to examine four cases that were unique to 

each other.   

The researcher's role 

 

 Since the present study followed a qualitative research design, it was necessary 

for me to understand my role as the researcher.  As this was a case study, interviews and 

observations, explained in greater detail later, were necessary to complete the study and 

my presence would be both visible and perhaps influential on the participants.  In 

considering where my presence would fit into the context of the cases studied, I 

examined Creswell’s (2013) four different roles: complete participant, participant as 

observer, non-participant/observer as participant, and complete observer.   

 I determined my role to be that of non-participant/observer as participant, though 

in two cases my role evolved into that of a participant as observer.  Creswell (2013) 
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explained the complete participant role as one where the researcher fully engages with 

participants.  I decided against embracing this role, as the purpose of the study was not to 

understand the participants, but rather the broader context of alternative courses and 

activities themselves.  Creswell explained the participant as observer role as the 

researcher engaging in activity, but not establishing connections with each of the 

participants.  This is similar to the role I embraced at two sites as I was asked by those 

teachers to assist and participate at the end of the observational period.  My role was 

primarily that of the non-participant/observer as participant.  Creswell defined this role as 

a situation where the researcher is an outsider within the setting whose purpose is to 

observe.  This role allowed me to record the field note data in my observational protocol 

during the observations.  The fourth role Creswell described was that of a complete 

observer where the researcher is removed from the context of the study and/or not noticed 

by the participants.  I wanted to have the opportunity to be noticed by the participants of 

this study in order to appear as less of a stranger when I conducted my interviews.  

Data sources  

  

The survey 

Gathering participants for this multiple case study involved a detailed process to 

ensure objectivity.  I wished to recruit teachers who were involved directly with teaching 

alternative music courses and activities.  The Minnesota Music Educators Association 

(MMEA) annually compiles the most comprehensive directory of music educators 

available for the state of Minnesota by contacting all the public and private schools to 
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find out who is teaching music, at what level, and in what content area.  The Minnesota 

Department of Education compiles a list of all teachers in Minnesota; and though it is the 

most comprehensive list available for public institutions, it does not categorize by 

discipline nor consider private schools.  The MMEA list considers all music teachers in 

Minnesota which number around 1500, but does offer the option for people to remove 

their names; additionally, MMEA does not provide the number of missing names so 

whether or not this list represents the entire population is unknown.  The purpose for the 

MMEA list is to identify trends in music education in Minnesota and how those trends 

may impact students (MMEA, 2014).  The current project aligns with MMEA’s purpose 

for having the list and, therefore, the organization granted permission for its use.  From 

the full MMEA list, I contacted all 690 music teachers of students in grades 5-12 to 

participate in an electronic survey.  The survey is included as Appendix C to this 

document.    

The Qualtrics survey software provided an attractive official university sponsored 

template for its design.  Additionally, distributing the survey electronically allowed the 

facility of creating data reports through the software, the ability to send reminders for 

potential participants to complete their surveys, and the ability to close the survey at a set 

date.  I considered using Surveymonkey software (http://surveymonkey.com); however, 

due to the lack of a University of Minnesota template and the ease of generating data 

reports without a paid subscription, Qualtrics remained the better option. 

The survey underwent a pilot testing phase before full implementation.  Four 

trusted colleagues with experience using survey software and teaching instrumental 
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music gave feedback on an initial draft of the survey.  I included an additional open-

ended item for respondents to provide any additional information that they might 

consider helpful to the study; other changes were cosmetic.  Following the revisions from 

the pilot study, the final version of the survey was drafted and ready for implementation 

by mid-September 2013.  An email link to the survey was sent to the population of 690 

secondary music teachers identified on the MMEA list.  A copy of that email is included 

as Appendix D in this document.  Respondents were asked to complete the survey within 

two weeks.  In order to generate more responses, two follow-up email reminders were 

sent: the first after one week and the second two days before the survey closed.   

The purpose of the survey was to generate profile information to assist with the 

selection of participants for the multiple case study.  As the nature of the present study 

changed throughout the process implementing the survey, I relied heavily upon the data 

provided in Item (e) and (f).  In Items (a) and (b) I asked respondents to indicate the 

grade levels and buildings in which they taught.  This information was important to 

ensure that the participants were actually teaching adolescents and not elementary music 

students.  I asked in Item (c) for respondents to indicate the number of students enrolled 

in each building served by the teacher and how many of them were enrolled in music 

courses.  In Item (d) respondents listed the total number of students they taught.  

Information in Items (c) and (d) provided data regarding enrollment trends; however, the 

present study did not explore this topic. 

I considered Items (e) and (f) for participant selection.  In Item (e) I asked all 

survey respondents to provide the course title, brief course description, eligible grade 
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levels, enrollment, enrollment cap, meeting frequency, and any prerequisites for the 

course.  In reviewing each response to this item, I created an excel spreadsheet in which 

each course was cataloged and placed in a category befitting the description provided by 

the participant.  This process yielded a list of common courses with a variety of different 

names such as choir and concert band, but other courses emerged, such as adaptive music 

for people with special needs and songwriting (Figure 3.1).  
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Figure 3.1: 

Courses Taught by Survey Respondents
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Since many extracurricular activities represent extensions to traditional large 

ensembles (Pitts, 2011), I asked respondents in Item (f) to indicate the following 

information: title, grades eligible, brief description of the activity, number of student 

involved, number of students allowed to participate, and the meeting frequency of the 

activity.  I examined each survey response and cataloged each activity in a separate 

spreadsheet based on the descriptions provided by the participant.  Many titles emerged 

fitting the jazz band and pep band ensemble type, yet some unique activities emerged 

such as steel drum band and guitar club (Figure 3.2). 
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Figure 3.2:

Extracurriular Responsibilities of Survey Respondents
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  Following the close of the survey, I used a feature in the Qualtrics software that 

generated a report where responses were organized for each item so I could see the 

frequencies of each answer.  The survey report represented a breadth of teaching 

responsibilities from which to select participants for the multiple case study.  I used this 

information to generate Figures 3.1 and 3.2.  Concert band courses and jazz band 

activities represented the highest responses in the survey.  These data aligned with Abril 

and Gault (2008), who found concert band to be the highest represented music course 

offering nationwide.  I believe, based on these data, that schools offering concert bands 

are more likely to offer jazz bands as extensions of those classes.  Jazz band, therefore, 

could be argued as less of an alternative music program offering than others since it was 

so closely aligned with concert band, however not one respondent listed jazz band as a 

curricular activity.  In addition, my previous experience with beginning jazz bands 

strengthened the decision to include these groups as alternative programs.  For me, the 

jazz band was the opportunity for students to branch out beyond the large ensemble and 

make decisions regarding the direction of the group’s repertoire not limited to the jazz 

genre.  Therefore, teachers could consider jazz band as a musical alternative to the 

traditional large ensemble for students.   

An unusually high number of potential participants indicated interest in 

participating in the multiple case study phase of this project.  Of the 116 people who 

completed the survey, 30 indicated they would like to participate in multiple case study.  

These 30 participants received an email invitation that thanked them for their assistance 

in the survey and explained the purpose of the multiple case study concerning the desire 
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to observe teachers involved with alternative music programs and the procedures that 

would take place.  A copy of this letter is attached as Appendix E.  A follow up letter 

illustrated the research process for the site, which clarified the concept of alternative 

programs.  A copy of this letter is also attached as Appendix F.  As stated before, four 

cases would provide a manageable amount of data that, depending on how diverse the 

sites studied were, could yield strong themes and conclusions.  I chose from the courses 

representing the lowest quartile of course offerings or any extracurricular activities 

represented in Figure 3.2 in order to find alternative music programs for the multiple case 

study phase.  Since all responses were listed separately and anonymously, scanning each 

response and finding out who filled in the final item allowed me to determine whether the 

respondent’s teaching duties included alternative music programs.  A few additional 

volunteers replied in the weeks following; at that time, I responded that participants had 

already been determined, thanking them for their willingness.  Once I had confirmation 

from the four cases I selected from the original 30 volunteers, I commenced with the 

study, as there was appropriate diversity among those selected.   

Site descriptions of the four cases 

 

 An overview of each site selected for the multiple case study is provided in the 

following section.  I only include the information that describes the greater context of 

each site here and provide greater detail to the classroom and course/activity in Chapter 

Four.  The information represented here was gathered prior to conducting fieldwork.   
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Site one: Mustang Middle School 8th Grade Jazz Ensemble 

 Mustang Community Middle School was in a larger rural school district of over 

5,800 students serving a population of 32,000 situated about 50 miles west of a major 

metropolitan city.  Mustang, the largest of three communities within the district, 

contained a population of over 15,500 people.  The other two smaller towns, each with a 

population around 3,000, fell within the district boarders.  Mustang Community School 

District contained six PreK-5 elementary schools, one 6-8 middle school, one traditional 

9-12 high school, one alternative 9-12 high school, and one multi-grade transition 

program facility.  According to the Minnesota Department of Education (2014), 26% of 

the student body received free or reduced lunch at the time of the present study.  

 In the northern part of the town of Mustang and across from a large shopping 

center a football stadium and a large school building one might mistake for a high school, 

could be found.  This middle school building at one time housed the high school for the 

district until enrollment growth forced the construction of a new building in the 1990s.  

The middle school contained over 1,300 students serving grades 6-8 at the time of the 

present study.   

 Music in Mustang Community Middle School had been strong.  Five music 

teachers worked in the building: two vocal and three instrumental.  However, music staff 

collaborated in cross-curricular ways to ensure they met the needs of students.  Music 

course offerings at the middle school included a choir, band, and orchestra for each grade 

6-8; general music; and guitar class handled by five teachers.  Additional activities that 

required a fee included 7-8 jazz band, chamber choirs, and chamber instrumental groups.  
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Ms. Fleck, the instrumental music teacher within this case, taught 6th, 7th, and 8th grade 

concert bands and small group lessons at the time of the present study.  Her 

extracurricular activities included the Mustang 8th Grade Jazz Band, Mustang band (an 

elite concert band group activity), and three chamber instrumental groups.    

Site two: Battle Lake High School Steel Pan Ensemble 

Battle Lake High School was in a smaller rural school district located about 35 

miles outside of a major metropolitan center in Minnesota that served about 1,150 

students and 22% received free and reduced lunch.  Battle Lake School District served a 

population of 5,500 people in the greater community of Battle Lake.  One site contained 

all three buildings in the school district: an elementary, middle, and high school.  Though 

the elementary connected to the middle/high school it had a separate address and an 

alternative school existed about a mile away from the greater school campus.     

Battle Lake Middle and High school was located on the eastern edge of town and 

serviced 635 students in grades 6-12.  Renovations to expand the building occurred in 

recent years to meet the demand for a rising school population and the music department 

benefitted by receiving a new instrumental music facility.  Mr. Lane, one of two 

instrumental music teachers responsible for grades 5-12, team-taught grades 5, 6, 7-8 and 

9-12 concert bands.  Extracurricular courses taught by Mr. Lane at the time of the present 

study included high school jazz band; and 6, 7-8, and 9-12 steel band.  Mr. Lane also 

assisted with the school’s marching, pep, and musical theater ensembles.  Other musical 

offerings within the school district not taught by Mr. Lane included vocal music for 

grades 7-12, general music, and middle school jazz band.  



 

 85 

Site three: Mitchell Avenue High School of the Arts Show Choir 

Mitchell Avenue High School of the Arts (MAHSA) was located in 

Sprechstimme, a small suburban community of 17,000 people three miles from a major 

metropolitan city of Minnesota.  The city’s official website indicated that the town 

comprised approximately four square miles.  MAHSA occupied a former parochial 

school building in the downtown district of Sprechstimme.  

MAHSA, a smaller charter school, drew students from numerous communities in 

the metropolitan area.  The student cap for the school was 300 students in grades 9-12.  

MAHSA was an accredited high school with a focus in the arts where students attended 

tuition free and 26% received free and reduced lunch.  Students who attended MAHSA 

earned credits in the areas of English (eight credits), math (six credits), science (six 

credits), social studies (eight credits), and physical education (one credit).  In addition, 

students chose course tracks in dance, music, or theater worth 14 credits in order to earn 

an arts area endorsement.  Each track contained courses and electives that fulfilled the 

credits needed.  The show choir course observed for this project served as an elective for 

students pursuant of either a dance or a music endorsement.   

Site four: South Rivers Academy Middle School Guitar Club 

South Rivers Academy (SRA) was located in the city of Pine Water on the 

northeastern edge of a major metropolitan center in Minnesota.  Located near a major 

interstate highway convenient for commuters, Pine Water grew from 18,000 residents in 

2010 to 19,000 in 2012 according to the city’s website.  A public school district also 

existed in Pine Water though SRA operated separately from it.    
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SRA was a free public charter school organization comprised of two buildings: a 

middle school that served grades 5-8 and an upper school for grades 9-12.  Music 

offerings included band, general music, and choir all taught by Mr. Grunge.  I observed 

the guitar club at the middle school building located on the northern edge of town.  This 

building was unique in that it looked more like a store in a shopping center than a school 

and it shared space with a dance studio.  SRA functioned as a college preparatory 

organization that supported a liberal arts curriculum, as stated in the school’s mission 

statement.  The creators of the school’s website boasted of small class sizes and a 

commitment to meeting the needs of the individual student.  Students lived primarily in 

the Pine Water area though some commuted from neighboring communities.  Twenty-six 

percent of the school’s population received free and reduced lunch.  

The next section discusses details for conducting the multiple case study in the 

alternative courses or activities in these sites.  Each site underwent the same research 

process explained in the data collection section.  Later in the analysis section I describe 

the processes I used to decipher the similarities and differences among the sites.  

Data collection   

 

The data collection process for each site in the multiple case study included: three 

video-recorded observations in which the teacher would be the focal point of the video 

and not the students, two student interviews who were currently enrolled in the course 

(preferably one boy and one girl), and a teacher interview.  Copies of the consent and 

assent forms granting permission for the teacher and student interviews are included as 

Appendix G, H, and I in this document.  To protect the identity of the participants, 
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pseudonyms are used in place of actual names throughout the present document.  Each 

description included information about the community, the school, and the classroom 

where the observations took place.  I obtained all enrollment information through the 

Minnesota Department of Education’s compensatory review reports that can be found on 

their website (http://w20.education.state.mn.us/MDEAnalytics/Data.jsp).  Discovery of 

demographic data involved visiting official government or chamber of commerce 

websites for each city.  

I used a data-planning matrix (Table 3.1) based on Stewart’s (2013) 

implementation to illustrate the relationships between research questions and the data 

sources. 

Table 3.1: Data Planning Matrix 

What do I need to know? What kind(s) of data will 

answer the question? 

What codes address the 

question? 

RQ1: What are the factors 

motivating teachers to offer 

alternative music activities? 

Student and teacher 

interviews 

Alternative courses, Aural 

learning, Builds student 

confidence, Class inception, 

Content, Context for 

learning, Dedication, Food, 

Goals, Influence, Input 

from outside sources, 

Knowledge informs skills in 

other areas, Modeling, 

Motivation Parent 

influence, Rapport, School 

policy, Student- 

centeredness, Student 

growth, Student 

information, Student input 

to learning, Student interest, 

Student philosophy, 

Teacher created 

program/class, Teacher 

expectations, Teacher 
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expertise, Teacher elicits 

student input, Teacher info, 

Teacher knowledge, 

Teacher philosophy, Trad. 

vs. alt., Traditional courses. 

RQ2: How do teachers 

negotiate the inclusion of 

alternative approaches to 

music education into their 

existing teaching 

assignments? 

Field observations, Teacher 

interviews 

Alternative programs, Class 

inception, Classroom 

procedures, 

Communication, Context 

for learning, Parent 

influence, Planning 

instruction, Scheduling, 

School policy, Set up, 

Student information, 

Teacher created 

program/class, Teacher 

flexibility, Teacher info, 

Teacher philosophy, 

Teacher talk, Teaching 

approach, Team teaching 

duty sharing, Trad.  vs. alt., 

Traditional courses 

RQ3: How and where do 

teachers acquire content 

knowledge to effectively 

teach courses outside of the 

traditional large ensemble? 

Field observations, Teacher 

and student interviews. 

Alternative courses, 

Assessment, Aural learning, 

Class inception, Classroom 

procedures, Content, 

Context for learning, 

Diagnosis, Goals, Influence, 

Input from outside sources, 

Instructional statements, 

Knowledge informs skills in 

other areas, Modeling, 

Parent influence, Planning 

instruction, Review, 

Scaffolding, Student 

Centeredness, Student input 

to learning, Student 

knowledge forced change, 

Teacher clarifying 

statement, Teacher created 

program/class, Teacher 

expertise, Teacher info, 

Teacher knowledge, 

Teacher philosophy, 
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Teaching approach, Trad. 

vs. alt., Traditional courses, 

Woodshedding 

RQ4: How are decisions 

made as to what content to 

offer in alternatives to the 

large ensemble? 

Survey responses, Teacher 

interview 

Alternative courses, 

Clarifying statement, Class 

inception, Classroom 

management, Content, 

Context for learning, Goals 

Input from outside sources, 

Knowledge informs skills in 

other areas, Motivation, 

Parent influence, Planning 

instruction,  Scheduling, 

School policy, Student 

centeredness, Student input 

to learning, Student interest, 

Student knowledge forced 

change, Student philosophy, 

Teacher created 

program/class, Teacher 

expectations, Teacher 

expertise, Teacher 

flexibility, Teacher elicits 

student input, Teacher 

Knowledge, Teacher 

philosophy, Teaching 

approach, team teaching 

duty sharing, Trad. vs. alt., 

Traditional courses   

 

I did not use all of the codes in the codebook to generate data for this project due to the 

reconceptualization of the questions throughout the research process.  I believe the 

research questions that now appear helped me to decipher the reasons teachers offer 

alternative courses and activities as well as obtain an understanding of each case 

examined in the present study.  

Fieldwork began in October and continued through the beginning of December 

2013.  Three observations of a class or activity period occurred at the sites as previously 
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explained.  A fourth visit allowed me to interview students and the teacher.  Prior to 

starting the first observation, I collected the signed consent forms indicating that the 

classes would be captured on video and some students would be interviewed.  Students 

were reminded that the video would be focused on the teacher and not them; however, 

students wishing to participate in interviews needed to be open to being the primary 

participant in that video.  I recorded all field note data using the observational protocol 

described below.  The protocol existed so that one might observe similar events in 

divergent contexts, as each case was not the same type of activity or course, student 

population, or school/community demographic.   

Pre-structured observational protocol 

In order to ensure that the same criteria existed for each case during each of the 12 

visits, I developed an observational protocol to guide the field note process.  The 

observational protocol is a template that separates field notes into organized data 

collection sets relating to common criteria (Creswell, 2009).  Observational protocols can 

be simple divisions between descriptive or reflective notes or more complex prompts that 

allow data to be analyzed uniformly among diverse cases relating to the purpose of the 

study, as discussed by Creswell (2009).  The need for an observational protocol in this 

study was essential due to the diversity of the four cases, as explained above in order to 

establish criteria to decipher emergent themes.  Areas addressed by the protocol included 

teaching approach/role, course/activity content, assessment practices, teacher’s 

demonstrated use of expertise (or ability to demonstrate skill in a given content area), and 

student engagement.  I completed an observational protocol form while conducting each 



 

 91 

observation.  A copy of the observational protocol used in this study is provided as 

Appendix J of this document.    

Six prompts related to the research questions existed on the protocol.  I used the 

first item as a space to take notes regarding the teacher’s role in the class; I added two 

opposite examples (top-down vs. facilitator) to provide a lens for classifying observed 

events.  Top-down is more teacher-centered and refers to a teaching style similar to the 

transmission model in which planned activities with little to no student input are given 

and students are expected to absorb what the teacher presents (Wink, 2011).  On the 

opposite end of the spectrum, the facilitator role, which is more student-centered, 

develops student’s thinking and reasoning skills while challenging them to become 

independent, self-directed learners (Savery & Duffy, 1995).  The facilitator asks probing 

questions to determine how well students know and can find out about a particular topic: 

“to do this, the facilitator constantly asks ‘why?’, ‘What do you mean?’, ‘How do you 

know that’s true?’”  (Savery & Duffy, 1995, p. 13).  I used the first item of the protocol 

to address the overarching question of the study regarding the approach to teaching an 

alternative course or activity.  I used the second item in the protocol to address the 

learning activities I observed and whether they were student or teacher generated.  This 

was important in providing data to answer RQ1, RQ3, and RQ4.  In item three of the 

protocol, I recorded examples of the learning practices or pedagogies observed in the 

lesson or activity.  Similar to item one, I used this prompt to record my observation notes 

of student activity rather than teacher role in order to answer the overarching question of 

the present study.  Examples of observed criteria for item three included the level of 
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engagement student displayed in a transmission style class (Wink, 2011) or democratic 

experiences in which teacher and students learn together (Allsup, 2003).  I recorded field 

note data in item four in the protocol regarding any instance the teacher assesses learning 

and what evidence is collected.  Various assessment types served as criteria for the 

observed events such as formative, summative, formal, informal, peer, and teacher 

assessment.  This item provided information regarding RQ2 and how assessment plays or 

does not play a role in the class or the activity.  The observation of teacher expertise 

demonstrated through the lesson or activity constituted the fifth item addressing RQ3 and 

RQ4.  The final protocol item was the observation of student engagement.  Data I 

collected here addressed the overarching question, RQ1, and RQ4 and provided insight 

concerning the success of the class or activity.   

Semi-structured interview process 

 The teacher and two student participants from each site participated in separate 

semi-structured interviews.  Semi-structured interviews are interviews that contain 

structured and unstructured sections with a combination of standard questions (i.e., 

questions that have correct or incorrect responses such as “how many years have you 

been at your current position” or “tell me about yourself: you age, grade, classes you are 

taking”) and open-ended questions (i.e., questions that allow the interviewer to talk 

around a subject in order to gain the insight from the interviewee) (Walliman, 2011).  The 

structured part of the interview included questions based on the research questions for 

two purposes: (a) to get the interviewee talking about him/herself in order to establish 

rapport and comfort in talking and (b) to provide data used to answer the research 
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questions of the study.  Answers to the interviews are in a completely open format in 

which “the respondent is free to answer in their own content and style” with no set of 

given answers, as found in a closed format (Walliman, 2011, p. 98).  I included further 

information regarding the interview items in the next section of this chapter. 

 In order to ensure the best possible outcomes; I conducted the interviews 

strategically within the research process.  Interviews conducted at the end of the 

observational period allows the researcher time for learn about the setting in order to 

corroborate or clarify observed information (Yin, 2014).  Also, conducting the interviews 

at the end of the observational period allows the researcher to give examples of observed 

events to clarify questions (Creswell & Plano-Clark, 2011).  On the fourth visit to a given 

research site, two student interviews were conducted while the observed class or activity 

took place in order to minimize impact to other classes in the school.  Teacher interviews 

were originally planned to occur at a time mutually agreeable to researcher and teacher 

that coincided with the fourth visit.  However, due to scheduling conflicts, additional 

visits occurred in order to finish teacher interviews at SRA and MAHSA.   

Teacher interview items 

 I designed the teacher interview items to clarify information received, to provide 

context, and to address further the purpose of this study.  Nine items comprised the semi-

structured interview.  I implemented the same list of items in each session and shared 

them via email with the participants prior to the interview.  The interview items are listed 

below in Table 3.2.  For easier cross-reference, I restate the research questions below:  

1. What are the factors motivating teachers to offer alternative music activities? 
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2. How do teachers negotiate the inclusion of alternative approaches to music 

education into their existing teaching assignments? 

3. How and where do teachers acquire content knowledge to effectively teach 

courses outside of the traditional large ensemble? 

4. How are decisions made as to what content to offer in alternatives to the large 

ensemble? 

 The following matrix (Table 3.2) displays the purpose and intended research 

question(s) addressed by the interview items.  

Table 3.2: Teacher Interview Items and Correlating Research Questions 

Teacher Interview Item Purpose Research Question(s) 
Addressed 

Give me an overview of you and 
your teaching career: How long 
have you been at your current 
position and have you always 
had the same teaching 
responsibilities?  If not how have 
they evolved? 

Ice Breaker, ease tension.  
Introduces semi-
structured nature of the 
interview, by allowing 
ideas to flow. 

RQ1 
  

Tell me about your school and 
community 

Clarification of context for 
case.  Expound on 
teachers’ perceptions of 
teaching assignment 

RQ1 and RQ2 

Please describe why you became 
a music teacher and your 
philosophy.   

Decipher passions for 
teaching leading to 
alternative course/activity 

RQ1 and RQ4 

How do you plan content for 
your alternative music course(s)? 

Provides data as to how 
the course/activity is 
implemented and 
conducted.  Also provides 
evidence to teaching 
approach 

RQ3 and RQ4 

What learning experiences have 
provided you with expertise to 
teach your alternative music 
course(s)?   

Describe resources 
available for training and 
demonstrate areas of 
need  

RQ3 

Please describe how you assess Determine how growth is RQ2 
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your students’ work in your 
alternative music course(s)? 

measured or if it is 
measured 

How do you decipher whether 
students’ musical needs are 
being met in your classes? 

Determine student 
centeredness for within-
case analysis 

RQ1, RQ2, and RQ4 

What experiences do your 
recommend future teachers of 
alternative programs participate 
in who might not have the 
expertise necessary to teach in 
these areas?   

Gives resources for 
gaining knowledge of 
subject areas and possibly 
demonstrates a need for 
training 

RQ2, RQ3, and RQ4  

Is there any other information 
you can provide as to how other 
teachers might aspire to teach 
alternative music courses you 
who have yet to explore these 
opportunities? 

Cover any missed 
information 

Any 

 

Student interview items 

 I designed the student interview items to corroborate information gathered in the 

teacher interview, provide further context of the case from a varied perspective, and 

determine how successfully the course or activity meets the needs of students.  Five items 

comprised the semi-structured interview.  Copies of these items were provided to the 

interviewees, at the discretion of the teacher, in advance of the interview.  All eight 

student interviews included the same five items listed in Table 3.3. 

Table 3.3: Student Interview Items and Corresponding Research Questions 

Student Interview Item Purpose Research Question(s) 
Addressed 

Tell me about yourself: family 
background, grade, age, what 
types of classes are you 
taking, extracurriculars, 
culture, etc.  What do you like 
doing and what are you really 
good at? 

Ice Breaker, lower potential 
nervousness with interview.  
Get the interviewee 
comfortable with talking.  
Corroborate teacher interview 
statements.   

RQ1 and RQ4 
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What kind of music are you 
into?  How do you participate 
in musical activity (in 
school/on your own)?  How 
does this class support your 
musical interests?   

Learn about student interests 
and how the class supports 
them. 

RQ1 and RQ4 

How would you describe your 
teacher’s approach to running 
the class?  How are the topics 
of the course determined?   

Corroborate teacher interview 
responses and observed data. 

RQ2 and RQ4 

What personal experiences 
does your teacher offer 
regarding the content of this 
class?  Where has the teacher 
been most helpful to you in 
this course regarding the 
content you are learning?  
How can you tell that your 
teacher is knowledgeable of 
the content? 

Corroborate teacher interview 
responses and observed data. 

RQ3 

What interest do you have in 
taking this music class?  Have 
you taken other music classes 
and where does this one rank?  
Would you recommend this 
course to others and why?  
Please describe your level of 
satisfaction in taking the class.   

Determine teacher 
effectiveness and student 
interest. 

RQ1 and RQ4 

 

Both sets of interview items were open-ended in order to allow the interviewee to 

expound on any information they deemed pertinent to the study.  

Data analysis  

 

 Data analysis for the present study involved the selection of procedures that 

organized and exposed emergent themes (Creswell & Plano Clark, 2011; Miles, 

Huberman, & Saldana, 2014).  The first process in organizing the data involved devising 

a method for creating a codebook (Lecompte & Schensul, 1999).  Fieldwork data were 
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separated into four cases for analysis (Stake, 2006).  I imported all video transcripts into 

the HyperREASEARCH software for coding.  HyperRESEARCH allows researchers to 

create electronic codebooks and decipher emergent themes in data.  Coding is the process 

through which researchers take written data (e.g., transcripts and field notes) and “divide 

the text into smaller units (phrases, sentences, or paragraphs) assigning a label to each 

unit, and grouping the codes (units) into themes” (Creswell & Plano-Clark, 2011, p. 209).  

Some codes were generated through a deductive process in which concepts come from 

the research questions and then are applied to the transcripts; others emerged inductively 

throughout the process, as described by Miles, Huberman, and Saldana.  I displayed the 

codes with their related research questions in Table 3.1.  Upon completing the coding of 

all transcription data, I conducted a within-case analysis of all the various data types for 

each specific site and deciphered emergent trends.  This included deciphering how the 

coded data answered the research questions.  The expanded site descriptions in Chapter 

Four indicate the findings and themes for each case as a result of the within-case analysis.  

I then engaged in a cross-case analysis of all four sites, based on the emergent theme data 

collected from the within-case analysis.  Cross-case analysis involves studying multiple 

cases and deciphering similarities in data among them in order to increase 

generalizability of the findings to multiple contexts (Miles, Huberman, & Saldana, 2014).  

I then considered how the themes generated from the cross-case analysis applied to the 

research questions.  The themes are listed at the end of Chapter Four and the connections 

to the research questions in Chapter Five.  
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Validity and trustworthiness 

   

I considered a variety of accepted procedures in order to establish validity and 

trustworthiness to the present study.  Guba (1981) created four criteria for establishing 

trustworthiness in a naturalistic study: credibility, transferability, dependability, and 

confirmability.  Creswell (2009) listed a variety of accepted procedures that validate a 

study including: triangulation; member checking; rich, thick description of findings; 

clarification of bias; disclosing negative or discrepant information; spending a prolonged 

amount of time in the field; peer debriefing; and an external audit.  I utilized the 

strategies described by Creswell to provide trustworthiness through dependability.  

(Guba, 1981).  Specific strategies to address validity and trustworthiness used in this 

study included: clarification of researcher bias, external audit, member checking, peer 

debriefing/scrutiny (Lietz, Langer, & Furman, 2006; Shenton, 2004), prolonged time in 

the field, thick description, and triangulation.  In an effort to provide reflexivity in the 

present study, I provided personal connections and motivations for this study in Chapter 

One.  I added the code “reference to researcher” in my codebook and used it in my 

analyses to address areas where my actions may have affected the data collected.  The 

reason for sharing my connections to the study were to clarify researcher bias or provide 

reflexivity to the study (Lietz, et al., 2006).  An external auditor reviewed two cases of 

this study in order to verify accuracy in the data analysis and address.  Member checking 

occurred through having the teacher review the transcripts of the observations and 

interviews and having the students review the transcripts of their interviews in order to 

add credibility to the present study.  I spent a prolonged amount of time in the field in 
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order to gain informed insight prior to conducting interview sessions.  I provided thick 

description of the site information and the findings as they relate to each case of this 

study in the within-case and cross-case analysis sections of this report adding 

trustworthiness through credibility to the study.  Triangulation existed through reviewing 

multiple data types including: one teacher interview, interviews from two students, and 

three separate observation sessions at each site adding trustworthiness through 

confirmability to the study.  In short, I made many considerations to ensure that the 

processes and procedures utilized in the present study were valid and the findings 

trustworthy. 

Ethical considerations 

  

 Creswell (2009) describes possible ethical issues to conducting a research project 

that provided strengths and limitations to the study.  These include issues with the 

research problem, purpose and questions, data collection, analyses and interpretation, and 

writing and disseminating the research.  I did take the following precautions in order to 

alleviate any ethical issues such as obtaining IRB approval, obtaining permissions 

through full disclosure of the nature of the study including benefits (or non-benefits) to 

participating, protecting participants from harm by removing all identifiable information, 

password protecting data collected on a secure external hard drive, conducting member 

checks, and providing access to the final report.  I have expounded on the areas that could 

be seen as perceived weaknesses in the section below.  
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 Limitations of the Study 

It is necessary to recognize limitations in any research study.  Walliman (2011) 

states, “No research project can provide all the answers, so it is good to be aware of the 

limitations of the project so as not to overstate the case when [it] comes to the 

conclusions and recommendations” (p. 158).  The survey responses contain a possible 

limitation.  I conducted this study in the same state where I was formerly a known 

instrumental music teacher.  The possibility exists that more teachers of band courses and 

activities participated in the survey due to recognizing my name in the initial email.  Of 

the 30 respondents who were identifiable and who qualified for the study, I have 

previously interacted with nine of them.  However, none of the four chosen recognized 

me from any previous interaction.  Additionally, selection of participants for the multiple 

case study phase of the study considered course and activity load and not familiarity with 

the researcher.   

In addition, the response rate of the survey represented only 18% of people 

contacted in the initial email.  This means that the data collected are less generalizable to 

an entire population (Utts & Heckard, 2006).  The purpose of disclosing the response rate 

in the present study was to avoid making generalization statements that would produce a 

non-response bias.    

A third limitation lies in the number of observations.  Due to the difficulty of 

scheduling observations, I could only collect three per site.  Other similar studies, 

however, experienced similar limitations and still produced valuable data (Campbell, 

1995; Jaffurs, 2004).  In addition, difficulties often accompanied meetings of alternative 
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courses/activities in the present study due to student scheduling conflicts, problems with 

no heat in the classroom at one site, and having to relocate due to double booking of a 

classroom at the primary site.  However, since these difficulties occurred at all four sites, 

it is possible that there is no such thing as a typical meeting due to potential unexpected 

phenomena.   

A fourth limitation was the quality of a few transcriptions.  Voices in the video 

data at Mitchell Avenue High School were difficult to distinguish due to how live (loud 

and resonant) the meeting space was.  This made for some sparse areas in those 

transcripts in which some important information and instruction given to the students was 

indecipherable.  Also, individual instruction at Battle Lake High School was often 

indecipherable due to how loud steel drums are in the space and the chaotic sound when 

individuals are working on their parts.  However, the data collected in these and all 

instances yielded a rich amount of information considered in the next chapter of this 

document. 

Summary 

 

In this chapter I have outlined the various processes used to conduct the present 

study.  Survey data allowed me to identify and select participants for the multiple case 

study.  I have demonstrated how conducting a multiple case study was the most 

appropriate method for answering the research questions with support from previous 

studies and source material.  I provided a description of each site selected for study.  

Finally, the process, tools, and validation strategies were outlined in the final section of 
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this chapter.  As a result of meticulously considering all aspects of how to conduct the 

research, I discuss in Chapter Four the findings from conducting the multiple case study. 
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Chapter Four: Findings from Data Collected 

 

 Data collected from all four sites were analyzed in this section using a within-case 

analysis followed by a cross-case analysis at the end (Miles, Huberman, and Saldana, 

2014).  The within-case analysis considered the themes that emerged through the coding 

process for the four individual sites.  Themes among the different teaching approaches 

within each case were analyzed on a spectrum considering three research-based 

pedagogies.  Joan Wink (2011) discussed three pedagogies as models of teaching: 

transmission, generative, and transformative models.  Each of these models was 

previously defined in Chapter Two; however, I provide brief descriptions of these models 

here and as they appear in this section: transmission involved the teacher imparting 

knowledge to the students, generative instruction placed the teacher in the role of a 

facilitator who designed goals but allowed students to explore their own processes to 

achieve them, and transformative teaching embraced the concept of the generative model 

adding the component of application of learning activity in real world situations.  The 

cross-case analysis considered the themes that emerged in the data from the four different 

sites and the similarities and differences among the cases (Miles, Huberman, & Saldana, 

2014; Stake, 2006).  Conclusions from these data as they relate to the research questions 

are provided in the final chapter of the present study. 

Ms. Fleck and the Mustang 8th grade Jazz Band  

All observations of the Mustang 8th Grade Jazz Band occurred in Ms. Fleck’s 

classroom.  This terraced instrumental music classroom contained neatly arranged chairs 
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and stands for a full concert band or orchestra.  The floors were clean and the walls 

ornate with student art, depicting musical history, and outlines or shadows of where 

percussion instruments were to be stored within the room.  Additionally, the band office 

was located in front of the room and Ms. Fleck, providing quick access to course 

materials.  Students stored instruments in a corridor outside the room but not in the 

common area of the school.  Practice rooms outfitted with computers containing Smart 

Music technology existed behind the storage area.  Adjacent to the band room was the 

choir/orchestra room, and often during observations one could hear the 7th grade jazz 

ensemble rehearsing in that space.  The Mustang 8th Grade Jazz Band met directly after 

school for 45 minutes every Wednesday, and students paid an activity fee to belong to the 

group.  Ms. Fleck received a stipend for the after school activities, such as jazz band, that 

she offered.  The instrumentation of the group included two alto saxes, one tenor sax, one 

bari sax, two trombones, one baritone (who played trombone parts), five trumpets, a 

bassist, a pianist, and a percussionist.  During the observations, Ms. Fleck stood and 

directed from in front of the ensemble, and the group only consumed half of the 

classroom.  Students were required be in band or orchestra in order to be eligible to 

participate in the Mustang 8th Grade Jazz Band.  

Ms. Fleck used a similar teaching approach to jazz band as she did in her other 

large ensemble courses.  Her teaching style was a mix between making activities fun, 

while upholding high expectations.  Both students interviewed in this study, Paul and 

Marlene, indicated that they enjoyed jazz band because of how Ms. Fleck’s teaching was 

enhanced in that setting compared with the concert band course she also taught.  



 

 105 

Referring to Ms. Fleck’s teaching approach, Paul indicated, “She has a very set way that 

she wants things to get done” (Paul, Interview, November 13, 2013).  Paul later said that 

the difference between the traditional and the alternative classes Ms. Fleck taught was 

how well the students participated in learning.  Marlene, another student in Ms. Fleck’s 

class, echoed this opinion saying: 

I think its (jazz band) a better opportunity because I think some people are just in 

band to be in band.  And it’s like you wouldn’t join jazz band unless you really 

wanted to be in music.  So people make a lot more effort I think….  Less goofing 

off and stuff.  (Marlene, Interview, November 13, 2013) 

Ms. Fleck explained that “there is a lot of music going on” (Ms. Fleck, Interview, 

November 13, 2013) in her department and activities like jazz band or the other chamber 

groups she taught were fun extensions of her day.  Ms. Fleck did clarify in a subsequent 

communication that only concert band students were eligible for jazz band.  A finding 

emerging from these data was that students participated in jazz band to extend the 

learning they experienced in their large ensemble course. 

 Student-centered planning of instruction by the teacher emerged as a theme from 

the various forms of data collected.  I observed Ms. Fleck devote part of the first meeting 

of the jazz band to having her students generate a list of songs they wanted to play.  She 

added the criteria that students should consider songs that are appropriate for jazz band, 

meaning that they were playable authentic covers (copies) of the tunes.  Both students 

interviewed in this study appreciated having the opportunity to create the list.  It was 

interesting to notice, however, that the songs selected by the students were ones they had 
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heard the group perform in the past, prior to their involvement in jazz band.  This 

criterion, combined with Ms. Fleck’s informed influence concerning the realities of what 

might be appropriate for the list, ensured that the songs suggested were quality options 

for performance.   

 I observed independent student activity a few times during the second visit to 

Mustang Middle School.  Ms. Fleck, who communicated that she was having a difficult 

day and was ill-prepared for class, was honest with her students and gave them the 

opportunity to play some of the music they had already received on their own while she 

went and gathered more pieces for the group to play.  She motivated her students to 

engage in musical activity in her absence by reminding them that she was going to get 

them more music, including some of the pieces that came from the list they had 

generated.  Students led by the drummer, performed exercises in the book that Ms. Fleck 

had designated for them.  All students in the ensemble engaged in the activity even 

though the teacher was not present.  Other instances of observed independent student 

activity included practice and running musical sections while Ms. Fleck tended to other 

tasks.  Lending evidence to the student approval of the class activities, I observed 

students reacting positively to recognizing a piece through undecipherable cheers, 

followed by practicing their parts independently.    

 The organization of activities and instructional approaches of the Mustang 8th 

Grade Jazz Band were teacher generated.  Ms. Fleck had a plan for the direction of her 

courses.  Paul clarified this by saying, “I think she has like a very set way that she wants 

things to get done, and she wants everyone to accelerate with her and so sometimes she is 
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faster than them” (Paul, Interview, November 13, 2013).  I observed a structured 

environment at every observation that began with discussion about the activities for the 

period, a move into clerical duties, practice of certain songs chosen by the teacher, and 

the end activity where students either dispersed or stayed for treats.  In the first 

observation of the Mustang 8th Grade Jazz Band, which happened to be the group’s first 

meeting, I witnessed the establishment of goals and procedures for the year.  Ms. Fleck 

established set procedures regarding the presentation of learning content and 

responsibilities of members of the group such as students assigned to bring treats, part 

assignments, repertoire, and seating arrangements.  These procedures were the observed 

manifestations of the types of organized direction that Paul discussed.          

Teacher-centered instructional activity was a prominent theme throughout the 

data collected from Mustang Middle School.  Ms. Fleck’s approach to teaching most 

resembled the transmission model where “the teacher has the knowledge and the students 

receive the knowledge” (Wink, 2011, p. 23).  I found that all field note data demonstrated 

a rehearsal process where Ms. Fleck was at the center and the impetus for activity; 

however, as mentioned before there was a limited amount of student input such as 

suggestions for repertoire that made the class more interactive than stated in the 

transmission model definition.  Ms. Fleck has established rapport with her students from 

previous experiences that gives her knowledge as to how to interact with them.  There 

were times that Ms. Fleck was observed using her dry sarcastic sense of humor to clarify 

a point of classroom management or work needed outside the rehearsal.  I observed 

students reacting with mixed emotions since some perceived that they were being 



 

 108 

insulted, while others recognized the humor at someone else’s expense.  The students 

appeared accustomed to this behavior from Ms. Fleck and would proceed in the activities 

of the session.   

An observed trend among the students interviewed from the Mustang 8th Grade 

Jazz Band was the overall heightened satisfaction of the flow of the jazz rehearsals 

compared with those from their concert band.  Both Marlene and Paul described a 

difference in work ethic among the students in jazz band in that there was increased 

productivity and less “goofing around and stuff” (Marlene, Interview, November 13, 

2013).  Paul described how everyone in jazz band “like, always pays attention and 

actually like playing their instrument” (Paul, Interview, November 13, 2013).  Ms. Fleck, 

when talking about the duties she has in her teaching assignment, expressed excitement in 

teaching jazz band saying, “What a great way to end my day” (Ms. Fleck, Interview, 

November 13, 2013).  She indicated, however, that she enjoyed the other extracurricular 

activities she taught and took pride in the number of opportunities existing for her 

students.   

 Both students interviewed for this study referred to Ms. Fleck’s classroom 

management strategy as effective, but friendly.  Consider the following excerpt from 

Marlene’s interview transcript:   

Marlene: I think it’s [Ms. Fleck’s classroom management] good because…if 

people are doing what they are doing, she’ll make them stand out and 

everyone say, like, they are waiting for you to get your stuff together. 

Me:  Yeah I have noticed that….  I like the way she does it because it’s funny. 
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Marlene:  Yeah, it’s entertaining.  Unless you are the person she is waiting for.  

(Marlene Interview, November 13, 2013) 

Paul also described a frustration with students who do not take musical learning activities 

in Ms. Fleck’s classes seriously.  He added that there was less fixing of performance 

issues than in concert band.  Paul believed this was because there were fewer students 

who neglected practicing their parts in “extra bands,” such as the Mustang 8th Grade Jazz 

Band, and other chamber groups Ms. Fleck offers, than in concert band.  In my 

observations, I witnessed how Ms. Fleck managed and used her wit to instruct students 

who did not demonstrate a proper ability or technique with statements such as “Totally 

awesome.  Totally too loud,” or “Oh rhythm that was awesome, but that was four bars too 

late” (Ms. Fleck, Observation, Fall 2013).  Her statements sounded harsh at times, but her 

presence was never abusive and students appeared accustomed to it.  Some of the things 

she said in this way included, “Would you write that counting in because someone will 

mess that up every single time?” or “You’re not supposed to be playing.  I only wanted 

saxophones.  Thanks for listening” (Ms. Fleck, Observation, Fall 2013).  I believed that 

when statements like these occurred, Ms. Fleck was reminding her students of when they 

were not operating at the high standard of excellence in which they normally functioned.   

 Ms. Fleck’s approach to instructing students, though directed and calculated, was 

caring and respectful.  When Ms. Fleck saw a deficiency in what students performed, she 

corrected the issue through demonstrating the proper technique or procedure.  I observed 

her question her students in ways that guided them in diagnosing their own performance 

deficiencies and built skills in self-assessment.  Instances where Ms. Fleck allowed her 
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students the opportunity to discover and generate new knowledge were student-centered.  

Her prerequisite to participate in the Mustang 8th Grade Jazz Band often informed her 

instruction as she could draw on concepts from her symphonic band class.  For example, 

“We have this in Firedance.  What’s Fp?”  (Ms. Fleck, Observation, Fall 2013).  Ms. 

Fleck demonstrated at each observation session various performance strategies and 

techniques for her students on the alto saxophone and trumpet.  This usually accompanied 

a diagnosed error in performance or the introduction of a new topic such as 

improvisation.  I noticed that after Ms. Fleck demonstrated something, she often asked 

the students what she did to assess listening.  Otherwise she followed up demonstration 

with a diagnosis statement.  For example, “What did I just play?  What scale?” or “Stop.  

Altos dipped.  He suckers you in; second time’s different” (Ms. Fleck, Observation, Fall 

2013).  Every time I observed Ms. Fleck using this approach to instruction, her students 

appeared to grasp the concept she was trying to teach.   

Observed trends in the types of comments Ms. Fleck made during instruction 

included student to teacher dialogue, guided questioning, and clarification statements.  I 

observed students talking within their sections about a concept and Ms. Fleck, 

overhearing the conversation, would interject.  In other instances, Ms. Fleck asked 

leading questions to help students discover knowledge on their own.  For example when 

talking to the group about style, Ms. Fleck asked a question that she followed by a 

leading question, directing the students to the answer: “Do you see anything in your 

music that gives you the style for the eighth notes?  What does it say right above your 

time signature?” (Ms. Fleck, Observation, Fall 2013).  The other consistent use of 
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questioning by Ms. Fleck involved the use of clarifying questions to check for 

comprehension following an instructional statement such as “Totally awesome.  Totally 

too loud.  Because, over the top of this is an improvised solo.  Ok?  So do the same thing 

you did except play it softer.  Ok?  Everyone understand all the crazy stuff in here?” (Ms. 

Fleck, Observation, Fall 2013).  Statements like this, when followed by a student 

responding that they were still unclear, yielded additional clarifying statements or 

individual student attention.  Ms. Fleck moved beyond the transmission model in 

instances like the ones previously mentioned approaching student-centered learning. 

Another observation that may or may not have been effective in teaching was how 

Ms. Fleck consistently made changes to the written parts to accommodate the group, and 

she phrased things in a way to make concepts sound less difficult.  Examples include 

statements like, “Don’t worry about all the little grace notes” and “So I know there’s a lot 

of stuff on here that you maybe don’t understand and that’s ok.  What we need to get are 

the main notes right now” (Ms. Fleck, Observation, Fall 2013). 

Ms. Fleck consistently demonstrated knowledge of the abilities of her students by 

finding ways to utilize these talents in her classes.  On one occasion, a saxophone player 

knew an alternate fingering that made playing a musical excerpt easier for the members 

of the section.  I observed Ms. Fleck asking the student to demonstrate it saying, “Ms. 

Fleck: Altos, Paul has a secret for you.  Paul: so when we are at the D the second, you go 

down” (Ms. Fleck and Paul, Observation, Fall 2013).  Peer instructional instances like 

this happened frequently among the students in the group, but on occasion Ms. Fleck 
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made a positive example of students who shared their knowledge encouraging student-

centered learning practices. 

An added element to the jazz band experience included the time set aside for 

having treats at the end of rehearsal.  At the first class meeting, a schedule was made 

concerning who brought treats each week.  Two students became responsible for this task 

each week: one to bring the food, the other to bring the drinks for sharing amongst the 

group.  At treat time a majority of the students (if not all) and Ms. Fleck, retired to the 

cafeteria immediately outside the band room and enjoyed treats.  Students visited with 

each other and Ms. Fleck built rapport.  I include this observation as an effort Ms. Fleck 

planned for building community with her students.  The time taken to plan for treats in 

the first meeting demonstrates importance for the activity and its potential to build 

community.  This addressed the first research question concerning why alternative 

programs are offered. 

In summary, Ms. Fleck and the Mustang 8th Grade Jazz Band demonstrated some 

characteristics similar to the traditional large ensemble courses taught by the same 

teacher.  Traits inherent in her teaching approach included comprehensive knowledge of 

the subject matter, frequent leading questions, formative assessment questions, and 

instructional activities created from a mixture of student- and teacher-generated content 

tailored to needs of the group.  Student answers to interview questions aligned with the 

observed data and teacher statements concerning management and the planning of 

content. 
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Mr. Lane and the Battle Lake Steel Pan Ensemble 

 

The steel band program was a school-sponsored activity at Battle Lake High 

School.  Members of the steel band must also participate in the band program at the 

school.  Mr. Lane indicated that some students participate in the choral program in 

addition to band and steel band.  The primary meeting site for the high school steel pan 

ensemble was the band room; however, space conflicts with the middle school jazz 

ensemble required that the auditorium double as a rehearsal site.  Steel band met twice a 

week on Wednesdays and Fridays for 45 minutes before the start of the school day.  Mr. 

Lane received a stipend for the extracurricular activities he offered including steel band.  

Two observations occurred in the auditorium and one in the band room.  The band room 

was a vast flat room with chairs and stands set up for a large instrumental ensemble.  The 

high school steel band met on the left side of the room in the region considered as the 

percussion section.  The lead pans (soprano voice) and double seconds (alto voice) 

appeared in front next to the drum set; the engine room, or auxiliary percussionists, were 

located behind the drum set, which included bongos, brake drums, shakers, maracas, and 

congas; the guitars or two larger tenor voiced pans, lay behind the drum set; and the bass 

pans rest on the floor behind the leads.  The director stood in front of the ensemble when 

conducting and moved about the group when rehearsing. 

The auditorium, though crowded, contained the steel band.  One rehearsal 

occurred in the cramped wings of the stage.  Limited visibility across the ensemble 

challenged the cohesiveness of the group and the small dark space yielded a loud sound.  

The next rehearsal occurred on the spacious stage.  Though the group navigated around 
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sets staged for the upcoming school play, more room existed for rehearsal, and the sound 

extended beyond the immediate area at a more manageable volume.  The auditorium 

stage also allowed the group to set up in the same arrangement as in the band room.  

Steel Drum band at Battle Lake High School was a unique musical activity.  I 

observed, through the within-case analysis of this site, a different teaching approach than 

the other large ensemble courses taught by the same instructor.  Themes that emerged 

from this case include teacher-generated content with student-centered instructional 

approaches.  I found three trends in activity for the rehearsal sessions that included one 

on one instruction between teacher and student, individual practice or independent 

student learning, and synthesis of rehearsing and building community with the whole 

group.  

 Before considering the divergent pedagogy of this alternative ensemble, I will 

share the findings that support the claim that there was a difference in pedagogy between 

the large ensemble classes Mr. Lane taught and his approach to steel band.  Mr. Lane 

briefly described how he taught his other large ensemble class saying, “One of us 

(referring to his team teaching colleague) teaches lessons, and the other directs on the 

podium” (Mr. Lane, Interview, November 20, 2013).  Both students interviewed for this 

study mentioned the difference in teaching approaches between what they consider 

“symphonic band” and steel band.  For example, “Yeah it just.  I think this (steel band) is 

more for fun than symphonic band during the day [because symphonic band] is actually a 

more serious thing” (Bryan, Interview, November 20, 2013).  The other student alluded 

to the seriousness of symphonic band as well stating:  
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Well, one thing that’s cool about this as opposed to, like, the band we have in 

class or even jazz band is sometimes is that it’s really relaxed... and a lot of the 

stuff that we’re learning, he’s learning also so he’s kind of learning along with 

us….  So it just… it’s really neat.  You know, like, not having a director that’s, 

like, “ok do this” or having a director that’s, like, “ok we’re all going to learn how 

to do this,” and he’s included in that.  (Reba, Interview, November 20, 2013) 

This example represents an approach to transformative learning in that students are not 

just learning about steel band, but they are engaging in the context of real rehearsal and 

performance.  Mr. Lane explained the reason for having what he considered the “chaos at 

the beginning of rehearsal” (Mr. Lane, Interview, November 20, 2013); it existed due to 

the inability of students to practice on steel drums at home.  He worked to provide 

opportunities in rehearsal and during study hall periods for students to come in and 

practice their parts.   

 The teacher’s role for steel band was primarily facilitative.  It was similar to the 

role observed in Salley (2011) where the teacher planned the content, but allowed to 

students to discover their own processes and procedures for learning it.  Learning in the 

steel band classroom resembled a move from the generative model (The teacher’s job is 

to structure and guide classroom experiences that will lead to student learning” (Wink, 

2011, p. 24)), toward the transformative model where students made real life applications 

to the knowledge obtained in the rehearsal (Wink, 2011).  Students in the group had the 

opportunity to perform at community engagements professionally such as local 

attractions and state educational conventions.  This provided the opportunity for the 



 

 116 

students to apply the knowledge learned through the transformative process in rehearsal.  

The observed teacher role in the steel drum ensemble involved Mr. Lane floating around 

the various sections of the group while stopping to work individually with certain 

students needing help.  The students not receiving individual attention either practiced 

their parts, socialized, or listened to others practicing and offered support.  Mr. Lane 

explained: “It’s, you know, all right everybody; go starting finding notes; start finding 

rhythms and just go to town on it and circulate and ok play it” (Mr. Lane, Interview, 

November 20, 2013).  Through modeling the part – either vocally, clapping or playing 

the part on a pan – Mr. Lane helped students in need decipher the notes from the written 

part, while utilizing an aural process to reinforce student understanding of rhythms.   

The other activity that Mr. Lane conducted during a rehearsal of the steel drum 

ensemble involved the more traditional approach of synthesizing individual parts into a 

group performance.  This process involved the teacher cueing entrances and limited 

amounts of conducting to help keep time in places that were more challenging for the 

group.  However, I noticed that there was no baton use or consistent conducting pattern 

kept by the director in the observed sessions for this study.  This process initiated the 

trend where the group appeared to synthesize what they just learned in the previous phase 

of the time spent practicing.  Mr. Lane redirected the group’s attention to him and 

initiated the activity of running through sections of the piece as a group and diagnosing 

areas where the piece could become more musical.  This was done primarily though 

repetition of the section and limited feedback between each rep.  For example: 

Mr. Lane:  Here we are right there, and it’s just you three.  1, 2, 3, 4, 1  
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~Directs, claps, and mouths rhythms group plays~  

Let’s try that again.  1, 2, a 1, 2, 3, 4, 1  

~ Directs, claps, and mouths rhythms group plays ~  

Again, 2, 3, 4, 1,  

~ Directs, claps, and mouths rhythms group plays ~  

There we go.  Next phrase, letter to the A ready 2, 3, and, 1 

 ~Directs and group plays~ 

Good.  Good, good, good.  All right let’s put those two together.  1, 2, 3, 4, 1  

~ Directs, claps, and mouths rhythms group plays ~  

Yeah, pretty good, pretty good.  

All right back it up to letter, uh, back it up to letter B D whichever one you’re at 

ok.  And here we are B or D 1, 2, a 1, 2, 3. 

~ Directs, claps, and mouths rhythms group plays ~ 

Great.  Let’s go everyone at letter A.  At letter A.  Here we are 1, 2, a 1, 2, 3, 

 ~ Directs, claps, and mouths rhythms group plays ~ (Mr. Lane, Observation, Fall 

2013) 

The text in this example showed one to two-word statements of feedback followed by a 

quick transition and count off back into performance activity.  Every rehearsal included 

this type of exchange between teacher and students.  

 In addition to the unique teaching approach, student roles changed with each 

piece.  Mr. Lane described in his interview how he changed the way parts were assigned 

in steel band so that all students had an opportunity to play in different roles of the group.  
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For example, in a traditional band course, one would not usually see a student cycle 

through all of the instrument families (woodwinds, brass, and percussion) after each 

song, but in steel band, students did this by switching among the various instruments of 

the ensemble.  Mr. Lane described this as different from how the group was run 

previously saying there once were set people for the parts of the group.  Now “You’re 

(students) on pans for one and engine room for another….That way everybody gets on an 

instrument; they also get the engine room experience and stuff” (Mr. Lane, Interview, 

November 20, 2013).  This transformative practice allowed the students understand the 

challenges with each role of the group.  Mr. Lane believed this practice alleviated the 

issue of the same people on the auxiliary percussion instruments of the engine room.  He 

admitted that there was a sacrifice to running the group this way that resulted in a 

diminished quality performance product, but he preferred the return of increased student 

interest and motivation.  Adding this element of transformative learning broadened the 

learning experience of the students, though limited specialization within the group.  

I observed trends in student growth through the contrast of the classroom 

activities.  At the first observation, the time spent in each mode of activity (practice 

versus synthesis) was disproportionate; meaning that in the first observed session 

individualized instruction and practice received more class time than synthesis.  

However, by the last observation the amount of time spent in synthesis mode had 

increased.  As students demonstrated greater knowledge of their individual parts, time 

rehearsing as a whole increased.  The rehearsal experience began to transform, as the 
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teacher spent more time guiding the synthesis of the group, having moved past the 

individual learning process in later rehearsals. 

An observed motivational factor for both instructor and students was the public 

exposure the steel band had received in recent history.  Previous performances outside the 

school for the group included performing for a school administrators conference and 

playing at a local apple orchard for customers.  Mr. Lane mentioned on numerous 

occasions in the observed class sessions and his interview that the group was preparing 

for an invited performance honor at the state music conference.  He used this honor to 

increase the productivity and performance quality of the group as well as the repertoire 

selection.  Students mentioned how this special invited performance opportunity was 

motivational for the group.  Reba said that the group had grown in importance in the time 

she has spent in it, saying:  

It’s definitely um, especially now that we’re getting a lot more gigs and stuff, it’s 

becoming important like, um, before it’s was just kind of a side thing I did and 

like, you know, we played at concerts and stuff.  It makes it feel like it’s a lot 

more real of a thing, like it’s not just, like some band you’re in at school; it’s a 

real band and we go play places.  (Reba, Interview, November 20, 2013) 

Bryan also acknowledged the band’s success contributed to his continued interest in 

participation saying, “Though it’s just for fun, we’re still doing performances.  We’re 

still; we’re still going and doing performances in places so.  Yeah” (Bryan, Interview, 

November 20, 2013).  In observing the students immersed in the steel band activity, the 

group worked hard to play their pieces accurately and musically.  Additionally one sees 
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many of the members moving in time, feeling the music.  The people who expressed the 

most movement were those who were in the engine room playing the auxiliary percussion 

instruments. 

 Self-directed learning and input towards planning instruction by students emerged 

as a trend between interview and observational data.  At one particular observation, the 

assignment of roles in the engine room became a topic of discussion.  Rather than Mr. 

Lane predetermining who played what, he simply stated that there was a need to assign 

roles, and the students proceeded to do this themselves.  In another instance during an 

observation, the band was struggling to feel the pulse of the song and an engine room 

musician offered, after the piece had stopped, to do something with his instrument to help 

with this issue.  An example of this, taken from the rehearsal transcript, is below:  

Mr. Lane: It’s tricky without the drum set isn’t it?  It is tricky to get this groove 

down without a drum set I….  

Boy: I’ll play quarter notes here 

Mr. Lane: That that actually would help yeah.  (Observation, Fall 2013) 

This suggestion echoed the statement Mr. Lane made about his reliance on student 

expertise to inform his direction of the group.  He added, in his interview, evidence to 

this finding saying, “I will do my best here, but I’m going to need you guys to be, you 

know, forgiving with me and also teach me how to do this” (Mr. Lane, Interview, 

November 20, 2013).  In the instances observed where student provided input in this way, 

Mr. Lane considered and at times used the suggestions offered by the students.  

Otherwise, he used his careful judgment in responding to student input with statements 
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like “Let me think about that.  I like your idea.  I’m not quite sure how that would work 

yet, but I like your idea” (Mr. Lane, Interview, November 20, 2013).  Overall, I observed 

a tendency for student input and teacher guidance to inform the learning process making 

this classroom transformative.  

 In addition to the self-instructional approach to mastering the content of the class, 

I observed instances of older or experienced players assisting others in mastering their 

parts.  This appeared to happen mostly in the engine room, as Mr. Lane worked primarily 

with the pan players.  However, one exception occurred in the lead pans due to doubled 

parts.  I observed a tendency among the engine room players, when not directly assisting 

struggling players, to cheer for each other when having to demonstrate their part or try 

something new.  

 In summary, data collected from Battle Lake High School revealed a combination 

of teacher-facilitated activity with a reliance on student self-instruction.  The repertoire 

was teacher-selected as a cumulative process over the years of the group’s existence.  Mr. 

Lane’s teaching approach was a combination of facilitation and teacher guided group 

synthesis in rehearsal.  Students enjoyed the class and took pride in exposure outside of 

Battle Lake High School through invitations to play at various functions in the broader 

community.  Finally, the teacher and both of the student acknowledged that the approach 

to teaching steel band differed from the approach the same teacher took with the 

traditional large ensemble classes that were curricular.  
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Ms. Madrigal, Ms. Melody, and the Mitchell Avenue High School of the Arts 

(MASHA) Show Choir 

 

The meeting place for show choir during the observational period of this project 

fluctuated due to heating issues with the building.  The class typically convened in the 

dance studio; however, the first observation occurred in the choral classroom due to the 

dance studio having no heat.  The choral classroom was smaller and full of desks making 

dance movement difficult; therefore, the primary focus of the class period during my first 

observation was reviewing the course syllabus, learning music, and singing.  

Choreography observation occurred at subsequent sessions.  

The choral classroom appeared to be a warm and inviting place for students.  

There were thick curtains slightly opened in the windows, and there was carpet on the 

floor.  A large grand piano was the centerpiece of the room, topped with sheet music and 

papers.  There were approximately 20 student desks facing the piano and a chalkboard 

behind it.  The board contained student graffiti-type artwork amidst announcements, 

postings, and notes Ms. Madrigal, the vocal teacher, had posted.  When students gathered 

in this space for show choir, it was crowded and movement was difficult.  It was ideal for 

rehearsing music as the sound of the piano filled the space, as opposed to the quieter 

keyboard used in the dance studio.  

The dance studio was a large echoing room full of mirrors conducive to the 

movement needed in show choir.  There were no desks or chairs, and any notes that the 

dance teacher, Ms. Melody, posted appeared in dry erase marker on the mirrors around 

the room.  A freestanding dry erase board contained teacher notes; however, on days 

when observations took place, this board was stored away from the class in a corner of 
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the room.  The floor contained a composite hard rubber substance that provided padding 

from beneath.  Ballet barres jutted out from the walls at waist level, encompassing the 

room except where the teacher’s desk was located.  Since students were required to 

change into dance-appropriate clothing for class including sweat pants, t-shits, jazz shoes, 

and other types of athletic wear, I observed a large pile of student backpacks and clothing 

in the front of the room behind where the teacher stood and away from where students 

moved.  Ms. Melody’s desk was located in the front of the room in one corner.  She stood 

in the middle of the room, and Ms. Madrigal played a smaller Roland keyboard plugged 

into an amplifier in the other front corner of the room for show choir.  

Ms. Melody described show choir at MAHSA as different from other schools.  

The class met every day for an hour and 20 minutes and operated on a quarterly system 

meaning that students earned one credit per quarter.  Both Ms. Madrigal and Ms. Melody 

taught this course as part of their full time teaching assignment.  According to the 

MAHSA course catalog, which listed courses and graduation requirements, show choir 

was an elective.  A music or dance endorsement needed three elective credits 

respectively, so students could participate in show choir for as little as a quarter to fulfill 

a one-credit requirement.  Therefore, the structure of the class for each quarter involved 

the preparation of two units or pieces for a performance assessment and not a concert or 

recital.  Mrs. Melody completed a rubric that assessed elements of musicality and 

choreography on a three-point scale for each student: three points represented 

accomplishment, two points acknowledged development, one point represented a need 

for improvement, and zero points represented an element entirely missing from a 
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student’s performance.  I attached a copy of this rubric as Appendix K to this document.  

The student’s grade for the entire class was determined based on the outcomes of the 

performance assessments, attendance, preparedness including practice outside of class, 

and engagement in the course.  

 The Mitchell Avenue High School for the Arts (MAHSA) contained the only 

curricular show choir represented in the survey of the present study.  I observed a 

collaborative environment between the two teachers and the acceptance of student-

generated content.  Though I was able to interview Ms. Madrigal, Ms. Melody declined 

my request.  Her data representation relied strictly on my observations of class sessions 

and interview testimony of others.  There was an observed trend of top-down teacher-

centered instruction by the dance teacher, Ms. Melody, when working on choreography; 

however, interview data and isolated instances of student input revealed some student-

centeredness.  Since this was a curricular course offering, there were documented 

formative and summative assessments.  The rubric, mentioned earlier, was the primary 

assessment tool for the class.  Assessments became opportunities for building community 

as students were evaluated individually or in small groups while the remaining class 

members observed and encouraged them.  Finally, interview data revealed a trend among 

students that motivation for taking this course was to experiment with a new type of 

performance concept that supports the goals of students’ academic pursuits in major areas 

of study.  

A trained dance instructor and choral teacher shared the planning and teaching 

responsibilities.  During the class session, usually one teacher or the other was the focal 
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point of instruction.  Ms. Madrigal taught all aspects of learning/memorizing the music 

while Ms. Melody played the part of a conscientious student.  Ms. Melody taught the 

choreography, and Ms. Madrigal accompanied dance activities on piano.  Ms. Melody 

was more predominantly the active teacher since time was spent learning choreography 

on days I visited.  Additionally, Ms. Melody filled out the assessment rubrics since Ms. 

Madrigal needed to provide the accompaniment during the performance exams.   

Regardless of how the teaching load was balanced, both planned instruction 

equally.  Observation data revealed instances where the teachers assisted each other in the 

areas outside their own area of expertise.  An example of where I witnessed cross-

curricular collaboration between the two teachers occurred on my second visit when I 

saw them teaching a section of choreography by becoming dance partners to demonstrate 

a set of movements to the students.  Ms. Melody began the demonstration by saying, 

“Ms. Madrigal and I are going to show you something” (Ms. Melody, Observation, Fall 

2013).  The students responded by laughing at the fact that their two teachers were going 

to dance together.  This prompted the women to demonstrate again the correct 

movements, which the students copied in response.  Ms. Madrigal, provided evidence in 

support of the shared responsibility of planning content for the course in the interview:  

It’s team-taught; it’s very collaborative.  Like, we think about it (planning) 

maybe, like, two weeks at a time.  We have a general outline of teaching a song 

for about five days, and then we do a brush up, and then we do editing, and then 

they have a quiz on it.  (Ms. Madrigal, Interview, December 6, 2013) 
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Ms. Madrigal appeared to appreciate the shared responsibilities specifically regarding the 

relaxed planning and implementing of instruction as well as the equal access to both the 

dance and choral teacher for students.  She described in her interview the unique 

opportunity students had in taking the course with two teachers at the time of this study 

saying:  

They hire someone to come in on a Saturday to teach the movement and then 

throw it back to the music teacher to do everything.  That’s what would typically 

happen in any other school.  It’s very rare that you would co-teach it with 

someone else that’s at the school full time.  (Ms. Madrigal, Interview December 

6, 2013) 

Ms. Madrigal did not always team-teach show choir with Ms. Melody.  Initially when 

Ms. Madrigal designed the course, she taught it with a different instructor in a way 

similar to the more typical manner described above.  Ms. Madrigal admitted that, “This 

doesn’t work.  This is dumb, so we had to convince administration to have the class be 

co-taught” (Ms. Madrigal, Interview, December 6, 2013).  She came in once a week to 

teach music during her prep period when the other four sessions were spent doing 

choreography separately.   

 Both teachers had different approaches to teaching their parts of show choir at 

MAHSA.  They both used a transmission approach overall, where the instruction 

involved teacher-directed activity but allowed for interaction through questions and 

suggestions offered by the students which made the class more generative; however, I did 

not see the actual application of student input (Wink, 2011).  Ms. Melody’s approach 
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contained high expectations in knowledge of dance moves and terminology.  She also 

demonstrated what she wanted with students copying immediately after her.  While 

students demonstrated what Ms. Melody modeled, she shouted musical counts (1-4), not 

dance counts (1-8); however, she occasionally reverted when counting off, saying “Do 

the best you can.  5, 6, 7, 8…” or “sell it to me.  5, 6, 7” (Ms. Melody, Observation, Fall 

2013).  Ms. Melody started her instructional statements with a question that invited her 

students to participate, followed by an immediate statement of the learning activity such 

as, “Can we just really workshop that little chunk of choreography this fast?  And it’s not 

always symmetrical rhythm to movement, that’s hard.  So let’s just go over the part we’re 

talking about” (Ms. Melody, Observation, Fall 2013).  Immediate feedback affirmed a 

correct performance or bluntly diagnosed error, e.g., “Again.  That was pretty good,” or 

“you jumped it, you jumped too early…if you are early you will cause other problems, so 

you have to be on the beat” (Ms. Melody, Observation, Fall 2013).  In the end, Ms. 

Melody’s rapport with students appeared to be strong as students who took her dance 

classes also signed up for show choir and seemed open to what she planned.  

 Ms. Madrigal’s approach to teaching considered her students’ interests through 

instruction catered to a variety of knowledge bases.  She clearly understood that, due to 

the structure of study options at MAHSA (majors in dance, theater, and music), the 

students in show choir had varying musical knowledge.  Below is an example of how Ms. 

Madrigal met students where they were and attempted to relate her instruction to what 

they knew: 
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Take out your music now.  If you’re not a music reader does that matter?  No.  I’ll 

teach you.  It’s not that hard.  So, if you look at your score, all you have is just the 

vocal line.  So if you were ever in, like, a musical or something this is usually 

what you’ll see.  And you’ll get the whole, lovely SATB something based score.  

You don’t really need it.  Ok?  (Ms. Madrigal, Observation, Fall 2013) 

Ms. Madrigal realized that not all people know how to read notation, but they do know 

something about music.  She used terms like “score, vocal line, SATB, etc.” assuming 

her students knew what they meant.  Ms. Madrigal also mentioned performing in a 

musical as something in which her students had previous experience.  Additionally, Ms. 

Madrigal said that some students who took her classes had little to no experience with 

combined dancing and singing.  She catered her instruction to meet the needs of people 

with varying backgrounds saying:  

I think we do a pretty good job of saying, or explaining the importance of both 

(singing and dancing), or saying, like, even if you’re not a great dancer, we’re 

going to work with you on it.  It’s not about, like, you being the best; like, if 

you’re a terrible singer, that’s ok.  (Ms. Madrigal, Interview, December 6, 2013) 

She believed in giving students experience in show choir and not training experts.  This is 

why show choir was about process and assessment, not performing in concerts and 

competitions.  

 Ms. Madrigal presented her wealth of knowledge at a fast pace.  When she talked, 

she was very clear in her main points.  She spoke quickly, and often students responded 

while she still was explaining a concept.  For instance, Ms. Madrigal asked for students to 
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sit straight but explained very quickly how to do it with a simple request: “So let’s sit tall, 

ok; so you need to be, you know, super straight, but, like, you’re going to be standing in a 

minute; stand but yes.  Ok.  Here we go” (Ms. Madrigal, Observation, Fall 2013).  After 

Ms. Madrigal said sit tall, students began responding to her request, yet she continued 

with the remainder of that statement very quickly to reinforce the desired outcome.   

Both teachers in MAHSA’s show choir made connections to areas of student 

expertise and background.  Ms. Madrigal did this through reassuring her students that 

they were capable of accomplishing course objectives by relating them to other content 

areas with which they had previous experience.  I observed examples of this the first time 

I visited when she said “1,2,3,4, syncope.  Right?  Remember this from like third grade 

right?” or “So when I say, go to measure 12, you do a scavenger hunt and find 12.  And 

we’ll start there ok.  So just, that’s how we’re going to navigate the score, Ok?  It’s kind 

of like reading a textbook” (Ms. Madrigal, Interview December 6, 2013).  Ms. Melody 

did this as well, and more often, whereas Ms. Madrigal did less to relate to previous 

experience after the first observation.  Ms. Melody offered many specific cross-curricular 

examples, such as providing historical context to the music and relating what students in 

a dance or theater class might know previously, when connecting content with student 

knowledge outside of the class.  For example, Ms. Melody related dance technique to this 

class saying, “So if you are a dancer and you are used to understanding phrases in 8’s this 

is going to be a paradigm shift for you.”  She also provided historical context relating to 

how to perform a piece of music from the time of the stock market crash in 1929 saying:  
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The way I want you to physicalize the next part (a key change in the piece and the 

lyrics), ‘if you’re blue and you don’t know’; it’s as if, um, whoever is singing the 

song, Fred Astaire or whoever it might be, is doing an aside to the audience.  An 

aside would be, ‘I’m leaning in, and I’m going to tell you the real story because 

we all know that right now life is not good, but if you want to be able to put on 

the Ritz, here’s how it is’  (Ms. Melody, Observation, Fall 2013).  

Additionally, both teachers exhibited the tendency to use the instructional method of call 

and response when presenting new material.  Ms. Melody demonstrated the choreography 

of a given section, followed immediately by students repeating her motions; Ms. 

Madrigal demonstrated how to sing through musical phrases that the students repeated in 

a similar way.  Students appeared to be accustomed to these instructive practices given 

their immediate response demonstrations.  

 The students interviewed from this site expressed approval for the activities 

presented in show choir.  They genuinely appreciated how the class strengthened other 

areas of personal interest, as can be seen in the following quote by Devin, a sophomore 

vocal major at the school:   

Well, I like to just have fun with singing, and it’s a nice way to show people how 

I sing and that I’m willing to put in an effort to learn choreography to go with the 

music so that it can make it better in a sense so that its more entertaining to watch 

than just me sitting or standing at a microphone singing a song.  (Devin, 

Interview, November 26, 2013) 
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Devin stated interests in “singing and dabbling in music” (Devin, Interview, November 

26, 2013) and that this course supported that.  Serena, the other student interviewed from 

this site indicated that she took show choir because she did not have any other dance 

classes in school at the time of the interview.  Being a dance major, Serena sought classes 

and activities containing those activities saying, “I mean I like to dance and that’s 

basically it” (Serena, Interview, November 26, 2013).  She enjoyed the idea that pop 

music was not a primary focus of the content in the class stating: “That’s [pop music] 

usually what we dance to so that’s what I’m usually surrounded in, and then, this is, like, 

show choir is kind of, like, a different experience because it’s, like, farther long ago 

songs you know?”  (Serena, Interview, November 26, 2013).  This aligned with the 

reasons her teachers expressed for programming the musical content they did in the 

course, as Ms. Madrigal added, “It’s kind of like the more far it is away from the pop 

stuff, they tend to like more I think, because they see value in it”  (Ms. Madrigal, 

Interview, December 6, 2013).  Both students placed this class somewhere in the middle 

when asked about how it ranked in the scheme of all courses taken.  It aligned with the 

goals these students had for their academic careers but was not the primary direction of 

their studies.  

 The show choir experience at MAHSA was an opportunity for students to 

discover a new performance style while continuing to develop skills in their other major 

areas of study.  Students developed skills in dance, musical theater, and vocal music 

through an alternative means of performance.  Ms. Madrigal referred to the class as “like 

the hybrid of here’s what you can’t get in those classes.  It’s a little more fun, little more 
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laid back than the other ones I would say” (Ms. Madrigal, Interview, December 6, 2013).  

Students did not take this class to become experts at show choir performance but rather to 

build the specific skills that lay within a choreographed vocal performance - an 

interesting means to an end, supported by student interest and a departure from the 

transmission style of instruction of the Ms. Madrigal’s previous experiences. 

Mr. Grunge and the South Rivers Academy (SRA) Guitar Club 

 

All music courses and activities occurred in Mr. Grunge’s room.  The music 

classroom at SRA, separated into 75% classroom and 25% partitioned office space, was 

one of the largest classrooms in the school according to Mr. Grunge.  Storage cabinets for 

musical instruments appeared on one side of the room while all the percussion 

instruments resided in the rear of the room.  Marching percussion harnesses and drums 

hung on the cubical walls on the opposing side of Mr. Grunge’s office area.  A white dry-

erase board hung at the front of the room, and an old iMac computer from 1999 was 

proudly positioned in front of the white board.  Mr. Grunge boasted of his efforts to keep 

this computer functional, as it contained recordings of music used for his teaching.   

Mr. Grunge staged his room uniquely from how he did his other classes.  I arrived 

early on the day I conducted interviews with students and was invited to observe Mr. 

Grunge’s teaching of his 5th grade band and 6th grade chorus/music class.  These classes 

were outside of the present study, though I was able to observe that for the 5th grade band 

group, the set up involved students seated in a circle.  The 6th grade class worked on 

projects in groups and scattered to various points of the room where they could focus on 

their activities.  Students in guitar club sat in an arc formation that faced Mr. Grunge and 
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the whiteboard in the middle of the room.  Extra chairs sat on one side of the room away 

from the group.  Cases for the guitars were strewn on the floor on one side of the room 

and not near the places where students sat.  The luminescent room’s acoustics yielded a 

comfortable listening environment, as carpet and wall pads absorbed excess resonance.  

Mr. Grunge asserted that the acoustic treatment existed more for other classes than for his 

own, and noise from other classrooms bled into the music room.  

Guitar club operated outside of Mr. Grunge’s assigned teaching duties.  Mr. 

Grunge was not compensated for offering the guitar club.  It met for 45 minutes on 

Fridays from November until May.  The club existed as a place for students to come and 

spend time, not necessarily as a formal extracurricular learning activity.  Historically, Mr. 

Grunge assumed a secondary role; sitting back and watching students interact.  This year, 

however, the group was more formal and students came expecting to learn from the 

instructor.  Students arrived, and direct beginning instruction on performance and care of 

the guitar occurred at each observation. 

Mr. Grunge’s teaching approach was a mix between teacher and student generated 

material.  He stated that the approach that he used during this particular school year with 

guitar club was different than in years past.  Mr. Grunge described a completely student 

directed club for previous years, whereas this year he had to plan and present material 

more like a transmission model classroom:  

I was just the host for that, and most years we’ve had guitar club here, that’s been 

more my role - more of the distant advisor making sure everything goes smoothly.  

If somebody has a question, I’d answer a question, or if they said, “Hey, Mr. 



 

 134 

Grunge is it easy to get tabs for the song?” I’d pull up tabs for that particular song.  

This year I have this huge group of beginning, mostly girls, come in without any 

experience.  So, I need to provide more of a group experience for them to get 

them started.  Were you to continue to come back and join me in the spring, you’d 

probably see a little bit more like the other as these students’ needs diverge (Mr. 

Grunge, Interview, December 16, 2013). 

This year Mr. Grunge loosely planned content based on knowledge of his students and 

his experience with guitar.  His planning process involved finding topics that students 

cared about by generating their input coupled with suggesting content based on his 

knowledge of their interests.  His repertoire selection process blended student input with 

his own selections based on his knowledge of student interests.  He provided a clear 

direction for each activity guided by student input and approval.  For example, Mr. 

Grunge explained the tuning process through a descriptive demonstration that, to the 

student or observer, portrayed the possible ways one might discover the knowledge he 

was trying to impart saying,  

Somebody asked me this morning, which way makes it go low or high.  Here’s 

the trick, here’s the trick, you turn it so you hear it.  Listen.  (Demonstrates on 

guitar)  That was low.  Ok good so I went the right way.  You can go 

(demonstrates on guitar) - oh that is higher.  So I can tell you, I can tell you that 

on this side you’re going to turn clockwise to go lower, counterclockwise to 

lower, but guess what, you’re going to forget so the easiest thing is to just try it.  
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(Demonstrates on guitar).  Oh yeah, there it went lower.  (Mr. Grunge, 

Observation, Fall 2013) 

Most instructional statements from Mr. Grunge followed a descriptive demonstrational 

method where the teacher role-plays what students might discover on their own in 

learning guitar.  Another observed trend in Mr. Grunge’s teaching approach was how 

well he prepared students by scaffolding learning activities.  This motivated students to 

the eventual application of the knowledge they attained.  For example, I observed Mr. 

Grunge introducing the way he was going to teach a new song:  

So new song today, we’re going to learn ‘Smoke on the Water’ today.  Ok.  So 

we’re going to use a lot of the neck today.  We’re only going to use the low E 

string to learn this song.  And then we’re, here write this down, we’re going to 

start on the third fret.  (Mr. Grunge, Observation, Fall 2013) 

Students played while Mr. Grunge demonstrated concepts.  He often provided additional 

clarifying instructional statements while students practiced before moving to 

individualized assessment. 

Mr. Grunge assessed and reinforced every topic by moving from student to 

student to check on their progress.  He demonstrated tasks, as described earlier, and then 

worked with students needing additional help individually.  He characterized this as 

being “equally unfair to everybody” saying, 

And so I might spend a majority of a guitar club with three kids.  There’s always 

something to do make sure they’ve got settled and they’re happy with what they 

are doing and then let them jam while I work with three kids and then the next 
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week I’ll spend a lot less time with those three kids.  (Mr. Grunge, Interview, 

December 16, 2013) 

Though certain students received more attention, in all observed instruction, I saw Mr. 

Grunge check with everyone present to make sure they were happy with their progress.   

Mr. Grunge respected guitar club members regardless of whether they wanted to 

engage in the learning activities or visit and not participate.  Mr. Grunge allowed the 

students to talk about various current events amongst themselves while they practiced, 

not caring if the group moved off topic.  A few examples of this included one student 

who shared how her grandmother’s health was declining and the effect that had on her 

and her ability to come to guitar club.  The conversation might have stopped there in a 

traditional classroom, but in this instance, Mr. Grunge allowed her and other students to 

talk about other sick and deceased relatives for another few minutes until the topic 

appeared to run its course.  He redirected the group back to guitar playing once he sensed 

they felt comfortable.  Another example during which Mr. Grunge allowed students to 

disconnect from the formal instructional process and explore knowledge autonomously 

occurred in my final observation.  A new club member took the first and only concept he 

learned that day, the hammer-on, which involved tapping and pulling of fingers off the 

string on the fret-board sounding two or three different pitches on the guitar, and 

withdrew to practice within the room.  Mr. Grunge had continued teaching other concepts 

and students, and rather than redirect the boy into those activities, he allowed him to 

work on his own.  He welcomed the boy back to the group when asking students to share 

their practice progress.  Other students demonstrated their progress in learning to play 
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songs and reading tablature, the topics of instruction that day, and the boy played 

something completely different from the rest using the hammer-on.  Rather than chastise 

the boy for not doing what everyone else had learned that day, he descriptively praised 

what the student was able to do in that moment saying, “Oh, so you’re learning how to 

hammer on so you can play the string and then hammer it.  Good for you” (Mr. Grunge, 

Observation, Fall 2013).  The other students who may or may not have recognized the 

boy’s lack of engagement with the group were respectful of him when it was his turn to 

share and were quiet while he played.  

 Students interviewed for this case shared both an enthusiasm to learn and a 

curiosity about the guitar.  Neither of the students interviewed for the present study 

shared that they desired to pursue playing guitar professionally; rather, they wanted to 

find an extension to their musical interests.  Janice, one student interviewed, shared a 

desire to learn a multitude of instruments saying, “I’ve always wanted to learn how to 

play more than, like, a few instruments because I like variety.  And guitar is interesting 

because it’s something I haven’t done before” (Janice, Interview, December 6, 2013).  

Leah, another student interviewed for this project, stated that no one else in her family 

played guitar and her desire to learn to play country music were reasons for joining the 

club.  Both students shared that they would recommend the club to others because of how 

much they “enjoy hanging with friends” (Leah, Interview, December 6, 2013) and 

because of how Mr. Grunge “teaches it so, like, everybody picks-up on it” (Janice, 

Interview, December 6, 2013).  Student interaction in guitar club grew over the course of 

the three observation sessions.  Students at the first observation session focused primarily 
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on Mr. Grunge and his direct instruction.  By the third visit, I observed students working 

together to reinforce the knowledge obtained, while Mr. Grunge assisted with other 

students individually: the club was moving toward a generative classroom of shared 

knowledge and discovery. 

 Guitar club contained the added benefit of food sharing that did not occur in other 

classes taught during the school day.  During my first observation, I witnessed Mr. 

Grunge asking the students to make a decision as to whether to have food every meeting 

or not.  The students decided they wanted food, so Mr. Grunge asked volunteers to bring 

treats for the following week.  When it came time for serving treats at the end of the 

session, some students remained and others left.  During treat time, Mr. Grunge and the 

students continued discussion about topics covered in the session or visit.  Similar to the 

Mustang 8th Grade Jazz Band, Mr. Grunge used the time spend eating to build 

community with the club. 

 In summary, I observed Mr. Grunge’s guitar club as a place for students to belong 

after school.  The teacher’s knowledge of student interests concerning the guitar informed 

the planning of instructional activities.  Mr. Grunge expressed his desire that the club be 

more transformative such that students transfer knowledge into real life applications.  He 

exhibited a teaching approach in which he demonstrates every concept in a way that 

clarified the learning process in order to make it less cumbersome for the student.  

Students practiced while receiving instruction and feedback from Mr. Grunge.  Following 

the demonstration of a topic, students in need received individualized instruction from the 

teacher.  As knowledge increased, students assisted each other with mastering content, 
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while Mr. Grunge worked with others individually.  As some students had to leave when 

the prescribed class time was over, the treat ceremony remained only a terminal 

fellowship activity.  Mr. Grunge’s vision was clear from interview and observational data 

that he desired to embrace a transformative style of teaching with the group.  During my 

visits I observed a clear move from transmission to generative style teaching.  

Cross-Case Analysis 

 

 Trends in the data across all four sites revealed some findings that set the cases 

apart from other traditional large ensemble courses; however, retention of certain 

educative practices was also apparent.  Conducting a cross-case analysis provided 

triangulation that confirmed the themes that emerged from the within-case analyses of the 

four sites presented in the previous pages of this chapter.  The bulk of this analysis 

addressed how the various cases exhibited similarities across the data acquired.  An 

alternative musical experience in this study, whether a class or an extracurricular activity, 

consisted of the study of music not associated with the traditional large ensemble courses 

offered for music credits at a given school (Tobias, 2013).  All four cases fit the 

description of an alternative musical experience, though the Mustang 8th Grade Jazz Band 

shared similarities to the concert band at the school based on interview and observational 

data.  The themes that emerged from the cross-case analysis in the present study are 

displayed in the following sections. 
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Mixed Pedagogies 

Literature examined for the present study calls for a shift from teacher-

centered/transmission styles of teaching to more democratic or transformative styles 

(Allsup, 2003; Green, 2008; Regelski, 2013; Tobias, 2013; Wink, 2011).  I analyzed, 

based on the within-case results, the teaching styles of the four cases in the present study.  

Wink’s transmission model on one end of the spectrum represents the more authoritarian, 

teacher-centric model.  Generative and transformative approaches to teaching represent 

more student-centered modes of instruction and transference to real world situations.  I 

demonstrate in Figure 4.1 that the alternative courses and activities in the present study 

operate using a variety of pedagogical approaches and do not always align with Wink’s 

models.  I illustrated in Figure 4.1 how the alternative courses and activities in the present 

study align/diverge from Wink’s models. 

 

 

Figure 4.1 Spectrum of Pedagogical Approaches 
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I explain the reasons for classifying each site as I have done in Figure 4.1 in the following 

paragraphs. 

 The Battle Lake Steel Band represented the group with the broadest range of 

teaching styles represented in Figure 4.1.  I observed each of Wink’s (2011) teaching 

models at this site.  The planning of content by Mr. Lane and the time in full ensemble 

rehearsal where he directly instructed the group represent the transmission styles of 

instruction present.  Mr. Lane did incorporate student-centered or generative methods of 

instruction by allowing students time to work individually on their parts, discovering 

their own knowledge and skills without the assistance of the teacher.  Additionally, the 

steel band was active in playing locally and for other communities and organizations, 

which allowed the students to transform the knowledge they obtained in rehearsal.  These 

activities represented an application of real world transference of classroom learning 

discussed by Wink when describing the transformative model.  Mr. Lane demonstrated 

mostly transformative teaching, through his facilitation of rehearsals and allowance of 

student autonomy.  

The MAHSA Show Choir also displayed a broad range on the spectrum of 

pedagogical approaches (Figure 4.1).  This group was taught partially using a 

transmission style: the musical content was completely teacher-generated, the 

choreography was mostly teacher-generated, and in class, students received the 

knowledge the teachers imparted.  Though it may appear that there is little room for any 

student input, characteristics of Wink’s (2011) generative model existed.  Generative 

model indicators included student input regarding the diction of lyrics and consideration 
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of student ideas for choreography.  Serena indicated in her interview that students, at one 

point during the course, must create choreography for a song lending evidence to 

transformative teaching in show choir (Serena, Interview, November 26, 2013).  Another 

instance of transformative model teaching occurred when students had the potential to 

perform show choir musical selections separate from the class in an open mic-type 

performance venue at the school similar to a talent show as referenced by Ms. Madrigal 

in her interview.  Ms. Madrigal explained: 

We do have them perform at, um, we have this thing called “no shames” for, like, 

an open- mic night, kind of, variety show once a month throughout the year, and 

they usually, that class will perform at least one of those throughout the year.  So 

they do, hopefully get, each class will get one public performance.  So they get 

that, like, in October.  I think this year they did that, so hopefully we get them in 

front of people at least once - but less so than like the typical choir classes that 

have, like, set concerts.  (Ms. Madrigal, Interview, December 6, 2013) 

A final instance in which the transformative model existed aligned with Ms. Madrigal’s 

the purpose for offering the course and the students’ reasons for taking show choir.  

Students participated, as demonstrated through statements in all three interviews, in order 

to build knowledge and skills in the show choir performance style for application in the 

areas most relevant to their lives outside the course.  Ms. Madrigal stated “Show choir 

isn’t their, like, “main” thing, like, they don’t have, like, a show choir major (laughs).  

It’s, like, an elective for them, essentially” (Ms. Madrigal, Interview, December 6, 2013).  

Serena explained her reason for taking the course was not simply to build her dance 
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expertise, but also to learn other performance aspects, such as facial expressions and 

singing techniques.  Devin, the other student interviewed, stated that this course gave him 

the opportunity to do the things he likes to do, such as singing and dancing, which he 

does outside of the class.  Ms. Madrigal’s teaching style was transmission oriented with 

how she planned content, however according to a student interview there was evidence of 

transformative model teaching through the assignment implemented requiring students to 

create choreography to a piece of music.  

 The Mustang 8th Grade Jazz Band also benefitted from the transference of Ms. 

Fleck’s teaching style from concert band to jazz band fitting a transmission style of 

teaching with elements of student-centered instruction in her questioning.  She structured 

many of the rehearsals using teacher-centered planning and instructional delivery fitting 

Wink’s transmission model.  Occasions where I observed aspects of the generative model 

occurred when students chose repertoire for the group and were given time during 

rehearsal to practice while the teacher tended to other duties.  I observed and learned 

through interview data that the students in the jazz band appreciated Ms. Fleck's 

knowledge and approach to teaching the group.  Mrs. Fleck’s teaching was mostly 

transmission oriented with questioning practices that were transformative in that she 

transferred knowledge to her students, but also guided students to discover knowledge on 

their own. 

 Finally, Mr. Grunge’s guitar club began in the transmission model and progressed 

towards the generative model at the time of the study.  Mr. Grunge’s testimony indicated 

that he desired to move toward including more characteristics of the transformative 
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model, though while I was there the club was still generative due to basic skills that were 

being discovered about the guitar and the safety of students exploring their instruments 

within the club setting.  Mr. Grunge’s testimony, considering previous years of the guitar 

club, depicted students working on their own to learn guitar and create music.  The 

potential for these students to perform at a talent show or community function existed; 

however, I did not observe this or learn that students in the club were planning to do this.  

Mr. Grunge demonstrated a student-centered approach to the club I observed.  In order to 

enable the students of the club to perform the music they wanted, some transmission style 

teaching occurred.  As students attained the knowledge they needed to accomplish their 

own goals, Mr. Grunge’s teaching became generative with more individual instruction 

and student-generated content at later observations.  Based on the observed experiences 

for the guitar club, Mr. Grunge’s teaching was mostly generative with the potential to be 

transformative once students were ready.  

Teacher expertise 

Each teacher in this study offered explanations for how s/he acquired expertise.  

All four of them admitted that they had limited training in the pedagogy of their 

alternative programs; however, each teacher drew from other experiences such as 

performance and informal music knowledge to successfully teach the groups I observed.  

The following section considers the evidence gathered in the present study regarding how 

teachers acquired the expertise to teach their alternative music program.  Summaries of 

where teachers stated how they acquired expertise appear in the following matrix (Table 

4.1).  The data illustrated in the matrix come from the interviews of each of the teachers 
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responding to the interview items asking about teaching background and learning 

experiences that provided expertise to teach his/her alternative music course(s) displayed 

in Table 3.2.  The columns in Table 4.1 were determined based on the trend I observed in 

the data collected under the teacher expertise code where I noticed that the teachers from 

each site were not discussing their collegiate programs for gaining knowledge about 

teaching alternative courses and activities.  I decided to investigate this further and 

noticed that the experiences most credited by the teachers in the present study were either 

performance/participation in high school music programs and/or experiences attained 

after college.  I drafted Table 4.1 to illustrate this data among each teacher participant. 

Table 4.1 Teacher Expertise Acquisition for Alternative Music Program 

Teacher Previous high school 
experience 

Previous collegiate 
experience 

Professional educational 
experience 

Ms. Fleck High School Jazz Band, 
though doesn’t consider 
herself a true “jazzer”  

None Observed performances, 
clinics/workshops, listening to 
jazz, personal practice, 30+ 
years of teaching experience 

Mr. Lane None  None YouTube videos, Observed 
performances, five years 
teaching experience, personal 
practice. 

Ms. 
Melody 

NA NA Musical theater and teaching 
experience 

Ms. 
Madrigal 

High School Competitive 
Show Choir Participant 

None Collaboration with other 
teachers, heavy reliance on 
previous performance 
experience, websites with 
content for show choir, 8 years 
teaching experience 

Mr. 
Grunge 

None College basic guitar 
course, self-taught 

Collaboration with other 
teachers, 30+ years of teaching 
experience, daughter’s 
materials from guitar class 
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Two of the four teachers indicated they had no previous performance experience in the 

alternative area they taught and admitted challenges to initiating their programs.  

Mr. Lane, who had no previous knowledge in performance or pedagogical 

methods in teaching steel band, relied on his students and other musical experiences to 

inform his teaching.  He admitted his deficiency to his students, saying to them …  

Look, I know music so I can tell you when you are playing a wrong note, playing 

a wrong rhythm.  I don’t know anything about the technique for this instrument.  

So, um, I will do my best here, but I’m going to need you guys to be, you know, 

forgiving with me and also teach me how to do this (Mr. Lane, Interview, 

November 20, 2013). 

Mr. Lane indicated in his interview that his individual efforts of learning about steel band 

from reading books, watching YouTube videos, practicing, and arranging music for the 

groups, developed his expertise.  

Ms. Fleck admitted that she had limited experience in Jazz.  She classified herself 

primarily as an oboe player and credited her attendance at clinics and symposia for her 

knowledge of jazz.  Her years of experience in teaching the group also influenced her 

content knowledge, as she stated in her interview that she had been teaching since the 

1980s. 

Ms. Madrigal talked extensively about how her approach to show choir was 

different from her previous high school performance experiences.  She did not want her 

course to be competitive, stating “They (other schools) do competitive; ours (show choir) 

is, like, a little fun, like, woo hoo, on the side” (Ms. Madrigal, Interview, December 6, 
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2013).  Ms. Madrigal also shared in her interview that Ms. Melody had a background in 

musical theater.  I observed a wealth of historical knowledge of music, ability to teach 

choreography, and demonstrated use of dance terminology.   

Mr. Grunge has developed as a guitar club facilitator on his own, drawing from 

previous performance experience.  When asked about his previous experience by a 

student during the first session of guitar club I observed, he responded that he had one 

college class on the basics of guitar.  Mr. Grunge indicated during his interview that he 

was primarily self-taught through learning aurally and reading tablature.  I reminded him 

during the interview about the class guitar course he mentioned taking, to which he said, 

“Yes, you got me on that one” (Mr. Grunge, Interview, December 16, 2013), but he 

continued to explain that he drew most of his knowledge for the guitar club from his 

experiences in discovering the instrument on his own.   

 The data representing teacher expertise had one commonality among all four 

cases.  The teachers had no previous experience, either in training or performance, with 

pedagogies they used in their alternative programs.  Informal music study, such as the 

self-instructional methods described by Green (2002), and field experiences, brought 

these teachers to the level of expertise attained at the time of the present study. 

Student-centeredness 

An observed similarity among all the cases was the student-centeredness of 

instructional activities in this alternative music classes.  Every case had some element of 

student-centered activity, regardless of the pedagogical approach.  I observed two areas 

of student-centered activity within the Mustang 8th Grade Jazz Band.  One involved 
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student input to the programming of the pieces that the group played and the other 

allowed students to practice on their own during rehearsal.  I observed the teacher, when 

busy with outside duties at one observation, allow students to choose performance 

activities for themselves.  However, the bulk of the student experience was from the 

teacher-prescribed material and activities, very similar to the transmission model 

described by Wink (2011).  

 Mr. Lane’s Steel Band was mostly student-centered in its pedagogical approach, 

but teacher-centered in programming repertoire.  This was the most transformative site of 

the study.  Most of the time spent in rehearsal at the beginning was generative as students 

worked individually or in small groups with little to no assistance from the teacher.  In 

this setting, Mr. Lane worked with individuals struggling with their parts during this time, 

typically helping one to three students per piece rehearsed.  The average number of 

pieces rehearsed for all observations was three; the average number of individuals helped 

by the teacher during a given rehearsal was four.  What made this case transformative 

was that the students were able to learn music autonomously and had the opportunity to 

apply their skills by playing shows in the community and at educator conferences at the 

time of this study.   

Other themes 

 A few other trends emerged in the present study I used to help answer research 

questions.  Only two cases had performance products as part of their purpose (steel band 

and jazz band).  The two after-school programs had a food-sharing component (jazz band 

and guitar club).  All the sites incorporated some individualized instruction between 
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teacher and student.  Student attendance fluctuated more at all of the extracurricular 

activities than in the one curricular course where attendance is part of a student’s grade.  

All the teachers looked at their alternative musical experiences as extensions or electives 

to their primary areas of instruction.  All students interviewed in this study were satisfied 

with the course and strongly recommended it to others.   

This research project provided a multiple case study of four distinct music 

program offerings in the state of Minnesota independent from traditional large ensembles.  

The sites chosen for this study represent diverse contexts, since no two schools shared the 

same size or demographic characteristics.  The within-case and cross-case data informed 

the conclusions and implications made in the next chapter.  In addition, these data can 

also inform future research into alternative music programs regardless of where they 

occur.    
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Chapter Five: Conclusions 

 

 In this final chapter of the dissertation are the conclusions made after considering 

the analysis of the data.  The overarching question and sub-questions as presented in 

Chapter One constitute the organization of this chapter.  Each sub-question is answered 

considering the data collected in this study.  Conclusions follow concerning how the data 

addressed the research questions.  Implications for further research and final thoughts 

conclude this chapter and the body of this document.  

Addressing the research questions 

In order to understand how the conclusions are presented in this chapter, I first 

will revisit the rationale for this study.  The purpose of this project was to discover the 

ways teachers moved beyond the large ensemble classes and offered alternative programs 

in music.  The multiple case study explored in detail how teachers who provide 

alternative music programs approach instruction.  The overarching question guiding this 

project is, “How is teaching manifested in alternative approaches to music education 

currently lying outside the traditional large ensemble?”  The sub-questions are as follows:    

1. What are the factors motivating teachers to include alternative music activities? 

2. How do teachers negotiate the inclusion of alternative approaches to music 

education into their existing teaching assignments? 

3. How and where do educators acquire content knowledge to effectively teach 

courses outside of the traditional large ensemble, and how do they demonstrate 

this knowledge in their teaching practice? 
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4. How are decisions made as to what content to offer in alternatives to the large 

ensemble? 

I consider the sub-questions first and then revisit the overarching question in the 

following section.  

What are the factors motivating teachers to offer alternative music activities? 

 I examined the data from each case to determine the motivational factors for 

offering alternative music courses and activities among the multiple case study 

participants.  There was evidence to suggest that teachers were inclined to offer 

alternative music activities for a variety of reasons, including student interest, exploring a 

new approach to learning music, and musical extensions beyond the large ensemble. 

 One common theme that emerged motivating the teachers in the present study to 

offer their alternative activities was student interest.  Mr. Grunge stated in his interview 

that his purpose in any of the afterschool activities he offered was entirely student-

centered, stating, “Guitar club came because there was student interest” (Mr. Grunge, 

Interview December 16, 2013).  Student interest drove the inception of the club, yet the 

content was not entirely student-centered initially as explained later in this section.  Ms. 

Fleck demonstrated in the first rehearsal an interest in promoting a student centered jazz 

band experience by giving her students control of choosing repertoire.  Though her 

pedagogical approach was transmission oriented, she was transmitting the knowledge her 

students wanted though programming the pieces they chose.  Ms. Madrigal’s reasons for 

offering show choir considered the population of her school and reflected her desire to 

give students a different opportunity outside their dance or musical course trajectories.  
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She described the show choir as an elective that considered a variety of student skill sets.  

Mr. Lane’s student centered motivation for offering steel band manifest itself in giving 

students a relaxed approach to learning music that rewarded his students for their 

dedication to the band program.  I observed a genuine desire to consider the needs of his 

existing students in the band program and give them a fun alternative.  Regardless of 

teaching approach, all the teachers in this study considered student centered interests in 

offering their alternative course or activity.  

 Exploring a new approach to learning was an observed trend among the cases.  

Ms. Madrigal started her course based on the desire to want to offer a fun opportunity to 

all students at MAHSA; she said, “it’s kind of like a fun do what you can’t do in your 

other classes” (Ms. Madrigal, Interview, December 6, 2013).  I interpreted this to mean 

that the students brought different skill sets to show choir.  For example, dance students 

used to taking courses with the same people pursuing dance majors now were placed in a 

setting with musical theater and vocal music majors who may not have ever taken a 

course with a dance student before, yet one thing in common with all of them was that 

they had no previous experience with show choir.  Mr. Lane offered his steel band to give 

students a chance to learn a new musical skill set with pans and engine room.  Students 

learned all the instruments of the steel band as opposed to one specialization in concert 

band.  Mr. Grunge stated that his primary reason for offering guitar club was to give 

students a supportive community environment and place to belong after school.  Ms. 

Fleck expressed that offering her extra music activities allowed students to learn a new 

style of music performance outside of concert band.  Though some were more explicit 
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than others, I observed one reason among all teachers for offering their alternative course 

or activity was to give students a new learning opportunity.  

One final observed theme among three of the cases in the present study was to 

provide an extension to the existing music program at the school.  The Mustang 8th Grade 

Jazz Band was the only group in which students played mostly the same instruments as in 

their traditional large ensembles.  Ms. Fleck refers to the Mustang 8th Grade Jazz Band as 

one of a number of musical activities that are extensions of her day to keep students 

musically involved, saying, “I feel like I’m doing two things.  I’m kind of encouraging 

them to come, but I’m also preparing them for another aspect of music that they are going 

come along and (learn).  I try and make it more of an exposure thing.”  (Ms. Fleck, 

Interview, November 13, 2013).  Ms. Fleck indicated in an email communication that 

students are required to be in concert band in order to participate in the Mustang 8th 

Grade Jazz Band.  I understood steel band to be a hybrid musical extension.  The students 

in steel band, with the exception of the percussion section, used instruments they do not 

play in band or orchestra.  Reba, who played bass clarinet in her school’s concert band, 

stated one of the attractive aspects of steel band was that one does not have to be a 

percussionist in order to participate.  However, in order to participate in steel band, 

students had to enroll in the concert band corresponding with their age (e.g., 9-12 band, 

7-8 band, or sixth grade band).  Mr. Lane explained through an email communication 

three reasons he only allowed band students to participate in steel drum ensemble:  

First, I don't want to teach students how to read music in steel band rehearsal; 

second, I want students who know how to take care of and respect instruments.  
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Most importantly is that I want it to be a reward for being/continuing in band.  

(Mr. Lane, Email Communication, April 2, 2014) 

Steel band extended the opportunities of concert band members yet did not specifically 

seek to further the development of performance skill on band instruments.  Finally in 

creating show choir, Ms. Madrigal gave music, theater, and dance students a new 

medium for developing skill that compliments the knowledge and skills of areas of 

student specialization.  

How do teachers negotiate the inclusion of alternative approaches to music 

education into their existing teaching assignments? 

 

Teachers discussed the topics of scheduling and handling extra duties when 

implementing the alternative music programs studied in this project.  Three out of the 

four cases held their alternative programs outside of the school day.  The show choir at 

Mitchell Avenue High School of the Arts (MAHSA) occurred during the school day and 

was the only curricular offering considered as an alternative program in the present study.  

This section considers the common themes of how the teachers of the other three cases 

handled the challenges of scheduling and student commitment. 

One common trend woven into this section involved the degree of challenge in 

scheduling time for alternative music programs.  With the exception of Mr. Grunge, 

teachers described challenges with scheduling their alternative programs for reasons such 

as large ensemble enrollment decline, changes in teaching duties, and added curricular 
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duties.  I observed a pride in overcoming adversity regarding the process each teacher 

used to bring the alternative music program to its current level of excellence.   

 The Mustang 8th Grade Jazz Band was an extracurricular activity held outside of 

the school day.  Students were required to pay an extra activity fee to participate in the 

group.  Students also had a practice requirement as demonstrated by the comments in 

class about what to practice, which Ms. Fleck expected to occur at home.  She scheduled 

all her extra activities before and after school avoiding conflict with other music 

extracurricular opportunities.  

Mr. Lane negotiated time for steel drum practices and rehearsals before school 

and during the school day.  Since Mr. Lane was one of two instrumental music teachers at 

Battle Lake High School, it was easier to negotiate extracurricular time.  For example, I 

observed on the days that the high school steel ensemble met with Mr. Lane, the middle 

school jazz band met at the same time in a different room with the other teacher.  Mr. 

Lane explained that  

I used to be exclusively (grades) 9-12 in my second, yeah, in my second year I 

was given the 8th grade and 8-12 and then, um, I think there was two years of that 

and then, um, they switched me to a team teaching format.  So my colleague and I 

have basically the same schedule the whole day…  (Band instruction to grades) 5-

12 actually.  One of us directs on the podium while the other one teaches lessons.  

(Mr. Lane, Interview, November 20, 2013) 

Mr. Lane described his teaching duties outside of the school day as including one jazz 

band and all three steel ensembles.  He earned an additional stipend for his duties with 
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the steel band.  The enrollment in the traditional large ensembles at Battle Lake High 

School had declined as Mr. Lane explained in his interview, but the interest in steel band 

had grown among students in the lower grade levels.  He reserved time during student 

study periods to provide individualized instruction.   

Guitar club at South Rivers Academy occurred at the end of the school day once a 

week running from November until the first part of May due to other responsibilities Mr. 

Grunge had at the school outside of those times.  All after-school activities including 

guitar club at SRA with the exception of athletics and drama are uncompensated.  Time 

spent planning for the guitar club occurred outside of a school prep period, typically.  

“Quite honestly, most of it happens while I’m driving to work or while I’m brushing my 

teeth” (Mr. Grunge, Interview, December 16, 2013).  Based on the data collected in this 

study, Mr. Grunge added guitar club at his discretion for the sake of providing students a 

place to belong on Fridays after school.   

The challenge Ms. Madrigal faced in scheduling show choir was not the same as 

the other three sites because it was curricular; however, there were still challenges.  Ms. 

Madrigal stated in her interview that offering show choir as a team taught class was 

originally not supported by the administration of her school.  She explained that  

We had to convince administration to have the class be co-taught so there’s two of 

us there which is, that took a little bit of fighting because its two FTE’s or 

whatever the points are um, so we had to make sure the class was over 30 kids for 

us to allow it to move forward financially.  (Ms. Madrigal, Interview, December 

6, 2013) 
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In the end the three teachers who experienced challenges had to creatively schedule their 

alternative courses and activities to ensure they would be offered. 

 I observed an added element of challenge manifested in student attendance among 

the sites that were extracurricular.  I consider this a scheduling issue not only for the 

teacher accommodating the needs of the students, but the students placing priority in 

scheduling their time either within or separate from the alternative activity.  At my 

second observation of the Mustang 8th Grade Jazz Band, a number of members were 

missing who had decided to participate that day in another activity.  Ms. Fleck addressed 

the absences with the remaining students and was able to turn this teachable moment into 

an effective lesson on commitment.  Handling challenges such as attendance for an 

extracurricular program demonstrate Ms. Fleck” experience with negotiating extra 

programs and persevering through cuts made to music education in recent years. 

 Additionally, Mr. Lane had the challenge of students habitually arriving late to 

rehearsals or missing them altogether.  Other students often had to cover parts for missing 

people in these situations, a situation that was surprisingly accepted by both Mr. Lane and 

the students.  He spoke about the commitment of this group and all his groups.  

I mean you’re going to see that in a lot of small towns, you know kids just can’t 

miss sports practice.  If we’re, if we’re really hard-lined about it, it, um, you 

know, kids will just not choose to do band (steel band).  (Mr. Lane, Interview, 

November 20, 2013) 

In addition to the practicing that occurred during the before school rehearsals, nearly half 

of the students in the high school steel band came to Mr. Lane at the end of class to get 
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passes to come practice their parts during a study hall hour.  Bryan, one of Mr. Lane’s 

students interviewed for this study, added, “I could have just come in every morning and 

just played like usual, but putting in outside of class time has put me and other kids at a 

higher level for the steel drum, which is why we’re probably a better steel drum band” 

(Bryan, Interview, November 20, 2013).  The intrinsic motivation of these students was 

evident in their desire to put in the extra practice time.  These behaviors aligned with 

previous research in which students, who wanted to work on their craft, continually made 

the sacrifices necessary for success (e.g., Bennett, 1980; Campbell, 1995; Crawford, 

1982; Knight, 1982).  Based on the information gathered for this project, Mr. Lane 

inherited a steel band that he expanded by including younger grades of the school when 

other aspects of the traditional large ensembles declined.   

 Show choir was the one curricular subject that met during the school day.  

Students were responsible for learning their choreography outside of the class; however, I 

did not see students approach their teachers at the end of the period for passes to come 

practice as I did at Battle Lake High School.  This class fit into the alternative music 

program description due to its “elective” status as explained earlier.  Show choir fit into 

the normal teaching duties of Ms. Madrigal, and I observed that she still had a prep 

period outside of this class.  In a previous iteration of the course Ms. Madrigal had not 

been able to teach every day and had to use her prep period to teach her portion of the 

class.  This later changed when Ms. Madrigal began teaching the course with Ms. Melody 

and the meeting time moved to be a curricular offering.         
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 Scheduling was a common theme among all activities.  The three extracurricular 

activities in this study experienced a wider attendance fluctuation than the curricular 

course, where attendance was required as part of a grade.  Students as well as teachers 

were challenged with scheduling their time in extracurricular activities of this study: the 

teachers with finding a time with the least amount of conflicts with other activities, the 

students with setting priorities over which extracurricular activities to emphasize. 

How and where do educators acquire content knowledge to effectively teach 

courses outside of the traditional large ensemble, and how do they 

demonstrate this knowledge in their teaching practice? 

 

 The processes teachers in the present study followed to acquire their knowledge 

and expertise shared a common trend as observed in the data.  First, teachers did not have 

previous experience in performance in the exact alternative course they now instruct.  Mr. 

Lane had no experience prior to his hire at Battle Lake with steel band, as he reiterated to 

his group at my first observation when discussing why I was present.  Mr. Grunge played 

guitar on his own but did not belong to a club such as the one he ran at the time of this 

study.  Ms. Fleck did indicate that she performed in high school jazz band growing up; 

however, she downplayed that experience saying she “wasn’t a true jazzer” (Ms. Fleck, 

Interview, November 13, 2013).  Finally, Ms. Madrigal had experience performing in a 

competitive large high school show choir program similar to the situation described in 

Scheibe (2003); however, she indicated that her experiences were nothing like the course 

she taught at the time of this study.   
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The second claim that emerged from analyzing the data in the present study was 

that teachers acquired their expertise outside of academia through various forms of self-

teaching.  Each teacher credits various experiences in their professional careers that 

informed their expertise for instructing their alternative courses or activities.  Ms. Fleck 

credited observations of her father, experiences in attending symposiums and clinics, 

collaboration with colleagues, and observing other teachers and clinicians for her growth 

in jazz band knowledge.  She also mentioned her time performing in her high school jazz 

band and following jazz groups as a spectator at the institution where she earned her 

undergraduate degree.  Mr. Lane, as stated before, had no prior knowledge or training of 

steel band prior to his hire at Battle Lake.  He stated that he developed his expertise 

mostly on his own:   

When I had free time I would start practicing.  I started doing a little bit of 

arranging just to kind of, uh, get a sense from the compositional standpoint what 

things are easy, what things can be adjusted.  I didn’t really have any, um, formal 

experience with it.  I read a couple of books and stuff, but I didn’t really get a 

whole lot of formal experience with it until, um, until doing a clinic earlier this 

year.  (Mr. Lane, Interview, November 20, 2013)  

Mr. Grunge mentioned his professional performance experience, college experience, 

pedagogical materials acquired from the teacher at his daughter’s school, 30+ years of 

teaching experience, and collaboration with other teachers as informing his expertise.  He 

reluctantly admitted to his college course in guitar after I reminded him of it, but asserted 

that he did not teach the way he learned.  He stated: 
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Ok, you’re right, you’re right, you got me there.  I did, I took class guitar, again 

kind of a textbook sort of approach to how you’re going to play guitar.  I gained a 

foundation, a structure as far as how guitar works and how the instrument works 

and all of that and I gained some basic skills as far as finger placement those sorts 

of skills, real, real basic foundational lesson 1 lesson 2, but as far as 

pedagogically, no, um I do not teach the way that I learned.  I teach the way that I 

learned on the job, playing with a rock band, playing with a worship band and uh, 

I try to teach whole songs rather than notes that go together.  (Mr. Grunge, 

Interview, December 16, 2013) 

Ms. Madrigal, similar to Mr. Grunge and Mr. Lane, asserted that the way she teaches her 

show choir class is not the way she experienced show choir growing up.  She stated, “I 

had no teaching courses in college on show choir at all.  None, it doesn’t exist at least 

where I went to school, so there was no training in that whatsoever, so everything I 

learned I taught myself” (Ms. Madrigal, Interview, December 6, 2013).   

 All four teachers who participated in this multiple case study acquired expertise to 

teach their alternative courses and activities through individual performance experience 

and personal research.  They did not credit their previous collegiate coursework with 

informing their knowledge for teaching their alternative courses or activities.  Additional 

study could consider this issue by examining whether teachers of alternative programs 

would benefit from training in areas outside the traditional large ensemble.  
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How are decisions made as to what content to offer in alternatives to the 

large ensemble? 

Themes regarding the planning of content for the alternative music courses and 

activities included both teacher and student-centered processes for selecting repertoire, 

planning with the needs and interests of the students in mind, and an overall theme of 

making the class or activity fun.  The following section considers these three themes.  

Student interests informed repertoire selection in three out of the four cases in this 

study the exception being show choir.  I observed Ms. Fleck at the first meeting of her 

jazz band generate a list of songs the students would like to play per their suggestions.  I 

later witnessed some of these pieces included in the student folders and rehearsed at 

subsequent observations.  Incidentally, I observed Ms. Fleck’s students requesting Soul 

Bossa Nova to be added to the student generated list when one boy shouted “Austin 

Powers theme song” (Boy, Observation, Fall 2013), which is interesting since Ms. Fleck 

indicated that she chose the piece.  Based on these data, I believe that Ms. Fleck 

ultimately chooses the repertoire but takes student interests into consideration.   

 Mr. Lane appeared to plan the content of his steel band on his own with minimal 

student input.  He talked in his interview about “the book” which was basically a binder 

full of pieces the band retained as a set list, or cumulative body of repertoire built over 

years of practice.  The entries into the book came from Mr. Lane or existed prior to his 

involvement with the group.  He explained how he programmed the music of the group 

saying:  



 

 163 

When I got here there were, um, maybe 15 different tunes in the book.  So I did a 

lot of arranging and did a lot of, you know, purchasing of music and stuff.  Our 

book is about 30-40 tunes.  We end up playing a lot of the same songs year after 

year.  I try to throw in a couple new ones each year.  Over the summer I try to find 

(new repertoire) - ok what’s a tune I could arrange, all right yeah let’s get that one 

- and throw it in the book.  That allows us to do um, some more pop tunes and 

stuff and things we can get the kids interested in. (Mr. Lane, Interview, November 

20, 2013) 

This approach suggests that Mr. Lane chose the repertoire independent of the students; 

however, he kept their interests in mind when making his decisions.  

 Mr. Grunge had a more student-centered approach when planning his guitar club 

content.  Since the students participating in guitar club at the time were beginners by Mr. 

Grunge’s standards, he had to plan more structured basic content initially.  I observed 

different students in attendance at each session, so cumulative review occurred at every 

meeting.  However, his goal for the club was to move toward the role of facilitator once 

students had acquired basic knowledge and could begin exploring their own interests.  

Mr. Grunge expanded on the fact that he wanted not to be the leader saying,  

I don’t have a set curriculum you know.  I ask the kids, what are you interested in, 

what do you want to do?  This is their club.  I think it is a lot more fun for the kids 

that way when they go “he just played that” well yeah because I thought of that 

because of something you said that you were interested in.  (Mr. Grunge, 

Interview, December 16, 2013) 



 

 164 

Once Mr. Grunge began teaching repertoire, the pieces he chose followed student 

interests.  For example, until the student interview, I believed that the choice to include 

the song Smoke on the Water was a decision that Mr. Grunge had made until I learned 

that Janice, one of his students, was a fan of the band (Deep Purple) who wrote that song.  

Janice stated, “I like a lot of kinds of music.  I don’t really like country.  I like Smoke on 

the Water and like Seven Nation Army by White Stripes.  Smoke on the Water is by Deep 

Purple.”  Incidentally, Mr. Grunge programmed these songs later that day at guitar club, 

so it is possible that he received input from Janice to include them.  In the end, Mr. 

Grunge’s goal was to completely turn all aspects of activity over to the students in guitar 

club.  Ms. Madrigal and Ms. Melody selected a class theme and programmed repertoire 

around it.  This approach, though teacher-centered, was embraced by the students.  For 

example, Serena, one of the students in show choir offered feedback to this method 

sharing,  

And, like, that’s (pop is) usually what we dance to so that’s what I’m usually 

surrounded in and, then this is, like, show choir is kind of like a different 

experience because it’s, like, farther long ago songs you know?  Some of them I 

like, some of them are, like, hmm, but otherwise its fine” (Serena, Interview, 

November 26, 2013).   

Based on the evidence presented here I believe the music choices for show choir, though 

not student-centered, were received favorably overall, possibly because it was new 

material the students had likely not heard before.   
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 Repertoire selection was common to all cases in the present study.  The ways in 

which the teachers involved students in the process were different from one another: Mr. 

Grunge and Ms. Fleck both involved student centered processes for selecting repertoire 

while Mr. Lane and Ms. Madrigal/Ms. Melody took teacher-centered approaches.  The 

teacher-centered approaches among the two cases in this study were interesting in that 

Mr. Lane selected repertoire considering what the students and audiences would enjoy, 

whereas Ms. Madrigal and Ms. Melody chose pieces that were historical and less 

popular-music based.   

 The focus in planning the content for all four alternative courses involved the 

consideration of student interests and needs.  Ms. Fleck discussed her philosophy on 

teaching jazz band saying:  

And this I just try to pick literature that works and some things like, uh, um, Soul 

Bossa Nova.  You know, it’s a, that’s a piece of music they know, but it’s a great 

Latin piece.  I think you have to meet them at least half way if not more and 

especially because this is an extracurricular group.  (Ms. Fleck, Interview, 

November 13, 2013) 

Show choir at MAHSA was planned collaboratively amongst the teachers.  Student input 

was not mentioned as a consideration.  Ms. Madrigal explained that she and Ms. Melody 

agreed upon a theme and planned the content around the theme.  Ms. Madrigal stated:  

Because it’s team-taught, it’s very collaborative, um, we looked at, the last couple 

of years we did more kind of like popular music, and we thought, “Well that’s 

fine, but let’s do something else.”  This year we did all, like, kind of old classic 
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stuff, and we basically just went, um, on the Internet and just looked up classic 

musicals.  (Ms. Madrigal, Interview, December 6, 2013) 

Mr. Grunge, when talking about planning mentioned that it was sporadic as discussed in 

his earlier statement about planning while brushing his teeth or in his car.  As referenced 

earlier, he asked his students what they wanted to do and gathered the necessary 

resources or learned the necessary skills to give them what they desired.  For example, 

Mr. Grunge, upon hearing from a student that she was interested in learning Smoke on the 

Water, went and learned how to play the song and gathered tablature for the song to 

provide to the club members.  With the exception of the show choir, the teachers in the 

other three cases planned their content with the interests of their students in mind. 

 A third theme among all teachers in the present study was that they all sought to 

provide fun or enjoyable experiences for their students.  Ms. Fleck discussed in her 

philosophical statements about how she assesses her work with students the concept of 

fun as a factor of success in teaching.  She says,  

When they are seniors like in four years and they are still playing in band and jazz 

band, then I know I’ve done a good job.  You know, because they, I’ve made it 

fun enough or interesting enough that they want to stay with it.  (Ms. Fleck, 

Interview, November, 13, 2013) 

Mr. Lane described how he chose which pieces he would arrange and add to the book 

saying that they were “pop tunes and stuff and things we can get the kids interested in” 

(Mr. Lane, Interview, November 20, 2013).  Ms. Madrigal described the whole concept 

of the show choir class being built on the premise that it was “fun to do what you can’t do 
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in your other classes class” (Ms. Madrigal, Interview, December 6, 2013).  Finally Mr. 

Grunge and I discussed in his interview his philosophy of the club, and he summed up the 

concept of the group aptly when we were talking about how he might adapt guitar club to 

a class saying  

If I was in a music prep program, if I was king of the forest, ok, I would offer 

guitar club, and then I would run it um, fairly similar to what you see here.  So in 

the class, you’re really not going to get very far, but you’ll sure have a lot of fun 

and learn a lot of songs.  (Mr. Grunge, Interview, December 16, 2013) 

In the end I believe that the teachers in all four cases desired the experiences they offered 

to be fun.  

How is teaching manifested in alternative approaches to music education 

currently lying outside the traditional large ensemble?   

 

 The pedagogical approaches to instruction offered by the teachers at the four sites 

involved a mixture of teacher and student generated activity.  As illustrated in Figure 4.1, 

the teaching approaches observed in this project did not fit one specific teaching model.  

At one end of the spectrum the transmission model, in which the teacher has the 

knowledge and students receive the knowledge, exists.  The inquiry-based, generative 

model in which students and teachers learn from each other in a contained, democratic 

environment follows.  The transformative model, in which all aspects of the generative 

model are met with the added function of transfer to real life situations in society 

occurring outside the school, represents the other end of the spectrum.  There were 
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drawbacks as well as benefits to each teaching approach, regardless of Wink’s (2011) 

belief that students should be learning in a primarily generative or transformative 

environment.  The following section considers the manifestations of teaching among the 

four sites with relation to each of the three models described by Wink.  

 The teachers in all four sites of the current project demonstrated aspects of 

transmission model teaching.  Transmission teaching refers to instances where teachers 

provided direct instruction to their students with no student input.  I observed Ms. Fleck 

on numerous occasions telling her students what she wanted them to know and setting 

expectations that were her own.  Though Wink (2011) describes transmission style 

teaching as less desirable, I found Ms. Fleck’s teaching style effective in guiding students 

towards how to play their music.  In addition, I discovered that the students in her 

interview liked her approach to teaching with statements such as,  

I think that she has like a very set way that she wants things to get done.  And she 

wants everyone to accelerate with her and so sometimes she’s faster than them.  

She should be mad at them because they’re just not doing what they are supposed 

to.  But I like, like in the extra bands (including jazz band) where everyone, like 

always pays attention and actually like playing their instrument, she’s really fun 

in those.  (Paul, Interview, November 13, 2013) 

Ms. Fleck’s teaching was effective in that students appeared to respect Ms. Fleck during 

rehearsal more so than in concert band according to Paul’s statement.  I observed Mr. 

Lane, when synthesizing individual parts to the full steel band, demonstrate expectations 
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for how the group should sound directly telling them in brief statements what he wanted 

such as,  

Go play out a little stronger than typical ok?  You don’t have instruments that are 

designed to cut alright?  So we got to add a little bit more there alright?  I also ask 

that you be in the right spot ok?  (Mr. Lane, Observation, Fall 2013) 

Students in Mr. Lane’s class appeared to respect his wishes as I noticed very few 

management issues when he would take time to instruct rather than have students work 

on their own.  Ms. Madrigal’s approach to teaching was almost entirely transmission 

model as, every time she offered instruction regarding how to sing a song, she would tell 

the students how it should be sung and connect the new knowledge she would impart to 

examples of previous knowledge or lived experience by the student.  For example, many 

of Ms. Madrigal’s instructional statements were like the following: “Ok repeat after me, 

we’re just singing.  If you’re ever up a tree, call to me.  Ready go” (Ms. Madrigal, 

Observation, Fall 2013).  Ms. Madrigal had a way of keeping her students interested in 

her direct instruction as she often inserted humor into it by demonstrating how not to sing 

an excerpt.  Finally, Mr. Grunge demonstrated transmission style teaching in providing 

direct instruction to the group in the initial activities of the group with statements such as,  

Let me show you a couple of things today.  Um, up on the board I wrote down the 

names of the strings similar if you were to stand up your guitar like this right?  

Ok, The Lowest sounding string, the thickest one, Ok, and the highest sounding 

string the thinnest one, both have the same name.  (Mr. Grunge, Observation, Fall 

2013) 
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Though students took liberties to digress from the topics Mr. Grunge covered, his efforts 

in redirecting the students back to the content he covered were always successful.  The 

strengths of implementing direct instruction in all the sites was in establishing a culture 

for learning, expectations for the students, and recognition that the teacher has 

information to offer the students that will help them.  The drawbacks to transmission 

model teaching, based on the data collected in this study, included less freedom to 

express creativity in the groups observed, less student input and ownership of the content, 

and more occasions for managing students not paying attention.  

 Generative model teaching was observed in all of the cases in this study.  

Generative teaching refers to instances where teachers were more facilitative and allowed 

for more student input, but contained all learning to the context of the course content at 

hand without transferring knowledge to real world applications.  Ms. Fleck demonstrated 

this style of teaching when she gave students autonomy in choosing songs to play for the 

group.  Ms. Madrigal used generative teaching when she allowed students to offer 

interpretive information of how she wanted the songs to be sung.  Mr. Lane demonstrated 

generative teaching when students were given the opportunity to work independently on 

their music and assist with students having trouble.  Mr. Grunge taught generatively 

when he allowed students to bring music to the club for the group to learn and allowed 

them to discover how to play the songs on their own or with his help.  Generative 

teaching was an excellent opportunity for both the student and the teacher to grow in 

knowledge together; however, this style of teaching lacked the connections to real world 

applications of the knowledge and skills that the transformative model offers. 
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 There were instances where I observed transformative teaching in all four sites.  

Transformative teaching refers to instances where the teacher and student learn together 

using processes and strategies that transfer to real world situations.  Ms. Fleck allowed 

students to share strategies for playing certain passages with other students.  By allowing 

and encouraging peer instruction, she was giving students the opportunity to learn in the 

context of professional bands that utilize group learning.  Mr. Lane practiced parts along 

with his students so they could see how he learned to play.  He also assisted them in their 

own learning when they asked for it.  Giving students the opportunity to discover their 

own processes for learning allows for them to develop a skill of self-guided discovery 

used in obtaining any skill.  Ms. Madrigal also assigned her students the task of 

producing their own choreography to a show choir song.  This skill is something they 

would have to use if they had to professionally design choreography.  Finally, Mr. 

Grunge demonstrated transformative teaching through allowing students to participate in 

autonomous learning similar to Mr. Lane.  Students not only acquired skills on the guitar, 

but also gained experience in discovering how to teach themselves new knowledge.  The 

benefits to including transformative teaching is that students get to see how the 

knowledge and skills they attain transfer to real world situations.  The only issue I see 

with this process, which is not necessarily a drawback, is that learning occurs at a slower 

rate.  I observed that transmission style teaching with a director expert and students 

focusing on performance of one instrument within the Mustang 8th Grade Jazz band 

yielded faster results in music mastery than the autonomous process observed at Battle 

Lake.  Mr. Lane admitted that the rotating of students among the various sections of the 
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steel band created less opportunity for students to become experts in one specialized area 

of performance; however, he preferred this than to having students specialize as some 

areas of performance then became more desirable than others.   

Conclusions 

 

 The information gathered in the present study has provided knowledge beneficial 

to the field of music education.  The purpose of this section is to share conclusions that 

offer direction for future research efforts.  I offer these conclusions solely based on the 

data collected. 

 One conclusion coming from the present study is that alternative music courses 

and activities exist as extensions of music programs for those students involved in them 

or as separate entities for any student.  Two of the cases in the present study exist solely 

for students currently involved in the large ensemble portions of the school music 

program.  In my previous experience, I only offered jazz band as an opportunity and 

reward for students currently in the large ensemble portion of the music program at the 

school where I taught.  Based on the interviews of the participants in this study teachers 

who offer alternative music courses and activities do so as a means to offer fun and new 

opportunities for their students.  These teachers, however, do not necessarily know all 

students, only the ones they teach who have been dedicated and want to further their 

musical knowledge such as Paul in Ms. Fleck’s classroom.  Mr. Lane discussed 

programming music that would appeal to his students, suggesting that he genuinely 

thought of the students with whom he already had contact within the music program.  

Guitar club existed for all students; however, all students at SRA are required to take 
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some type of music with Mr. Grunge as part of the school’s curriculum suggesting that all 

students at SRA were previously involved in the music program.  Since MAHSA was a 

school for the arts, show choir was perhaps best suited to draw students from an entire 

population since all students are required to be involved in arts courses.    

 Teachers of the alternative courses and activities in the present study went outside 

of their comfort zones to create their courses.  Teachers considered themselves as co-

learners with their students at two sites (guitar club and steel band).  There was little 

mention of collegiate experiences that informed any of the processes implemented in the 

programs studied.  Additionally, teachers developed expertise for their alternative 

programs through years of teaching experience and self-guided learning.  These processes 

align with the attributes of informal music learning described by Green (2002) in which 

students, or in this case teachers, acquire knowledge or musical performance skills 

without the guidance of a teacher or dedicated curricular program.  The autonomy 

granted to students in the steel band observed in the present study resembled the informal 

learning processes described by Green (2002).  Finally, the teachers in this study credited 

their performance ability and years of teaching within the content area of their alternative 

program as informative to their pedagogies and not the study of other teaching 

approaches.  The only mention of formalized training occurred when Ms. Fleck and Mr. 

Lane discussed attending a clinic or observing a professional performer.  However, 

neither of the teachers who offered this information discussed utilizing any specific skills 

or pedagogies gained from those experiences in his/her teaching. 
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Autonomy and student-centeredness are two themes that emerged from my 

literature review that I considered as important to facilitating an alternative program.  All 

four sites in the present study included a form of student-centered instruction as 

previously described.  The “open music department” concept discussed in Vulliamy and 

Lee (1976) and the informal music learning project implemented in Green (2008) both 

demonstrated student autonomy in the planning and implementation phases learning as 

essential to the success of these programs.  However, student-centeredness existed at 

varying levels at the four sites in the present study suggesting that it is not essential.  

Based on the interview data I collected from the teachers and the observed sessions in the 

present study, I believe there was a genuine desire for teachers to create a quality and 

enjoyable experience regardless of how student-centered the content was.   

Flexibility among the teachers and students in alternative music courses and 

activities occurred at every site observed.  It was manifest in the expectation for student 

attendance, student practice outside the course or activity, and scheduling within or 

outside the school day.  Attendance was a flexibility issue at all three extracurriculars in 

the present study.  Practice outside the course or activity was expected, but not mandated 

by anything such as a practice log or playing tests.  Teachers of the activities in the 

present study had to schedule their rehearsals outside the school day and compete with 

other activities; show choir occurred at a time when the two instructors could meet.   

This study adds some valuable information to the growing body of research 

concerning alternatives to the large ensemble program.  It illustrates that the opportunities 

to study music outside of the large ensemble are not open to all students.  Two out of four 
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cases only allowed students involved in the traditional large ensembles of their schools to 

participate in the alternative opportunities studied.  As a teacher who tried to offer 

alternative activities to students, I understand why teachers may limit involvement in this 

way.  My reasons aligned with Mr. Lane’s in that we wanted to reward the dedicated 

students who assisted the other areas of the traditional music program.  I desired to 

reward students in this way because the music program was expected to provide music at 

sporting and community events requiring extra time outside of school.  Additional study 

should examine the reasons why teachers limit participation in alternative courses and 

activities.  This study also illustrates that teachers who desire to offer alternative music 

courses and programs do not have to alter the way they teach.  The participants in all four 

cases only mentioned having to learn about the content they taught and not pedagogical 

approach.  Other studies discuss significant changes to one’s teaching approach (e.g. 

Allsup, 2011; Green 2008); however, the cases examined here did not require extensive 

modification to one’s teaching practice.  Also, the information provided in the present 

study illustrates that there is valuable information that is easily retrievable for teachers 

who provide alternative courses and activities.  In all four cases, teachers described how 

they acquired their expertise on their own.  I discovered that all these teachers when 

describing how they learned to teach their alternative course mentioned finding 

information online.  Therefore, based on the testimony of the teachers in this study, 

information is available to teachers who want to offer alternative music courses and 

activities without having to commit to an extensive training program.  Finally, based on 

this study, alternative music courses and activities are not limited to exploring popular 
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music options as students can be drawn to participate for other reasons such as peer 

influence and perceived musical talent.   

Implications for further research 

 

 Analyzing the data for the present study brought more questions to mind about 

researching alternatives to the large ensemble.  First, why did all four of the teachers in 

this study only credit their performance and informal experiences in generating their 

knowledge for teaching their alternative course or activity?  As a teacher who taught 

instrumental music in schools for ten years, I can honestly say that every day I used 

something I learned from my undergraduate musical training in my teaching.  So why are 

these teachers, who may or may not have similar opinions about their training in the large 

ensemble aspects of their assignments, not crediting their degree-granting institutions 

with knowledge informing content of their alternative music course or activity?  Further 

research is needed to examine to what extent music education programs in higher 

education are preparing future teachers for assignments outside of the traditional large 

ensemble setting without adding more credits to an undergraduate music major.  

 A second direction for further research that emerged from this study concerned 

the types of courses and activities offered outside the large ensemble.  The survey results 

from the present study offered data representing the existing offerings among 

respondents, but it did not consider enrollment trends.  How do we know to what extent 

alternative music programs are serving students who do not enroll in large ensembles?  I 

learned that two cases in the present study required enrollment in the concert band in 

order to participate in the alternative music program.  More research is needed to 
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discover the number of students who participate in alternative music programs and large 

ensembles versus ones who are only in the alternative programs.  Additionally, case 

studies of alternative courses and activities that are non-extensions of music programs 

would illustrate whether NAfME’s mission of music education for all can truly be 

achieved.  The results of that type of study will provide vital information towards future 

directions for the field of music education in creating opportunities for student 

involvement.  

 Student motivation is a research direction that emerges out of this study.  What 

causes a student to choose another activity, such as dance team, over participation in a 

musical activity?  What cultural parameters dictate such a decision?  In Battle Lake, Mr. 

Lane referred to the dance team as “a machine” (Mr. Lane, Interview, November 20, 

2013) that had won three state titles in the last six years.  He admitted to being more 

flexible than he wanted to be in letting students participate in dance versus the steel band 

or other music activities.  Why did students prioritize these other activities in his district?  

What similar situations are teachers encountering nationwide?  What are the attributes of 

the perceived “more important” organizations over the others?  A study that examines the 

reasons why certain activities take precedence over others in a few diverse settings would 

yield generalizable data that transcends a given culture.   

Final thoughts 

 

 This current research project has demonstrated some interesting findings that will 

guide my inquiries concerning the future of music education.  One notable finding is that 

there are a variety of pedagogies for alternative music programs that fluctuate between 
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transmission, generative, and transformative models explicated by Wink (2011).  These 

pedagogies are similar to the approaches the teachers in the present study used in their 

traditional courses. 

  Additionally, alternative music courses and activities limit student involvement 

when they are only offered to students currently participating in the traditional large 

ensembles of the school music program.  We have to offer music making opportunities to 

all students at the secondary level.  If music teachers are to embrace NAfME’s mission of 

music for all, then more efforts need to be taken to offer programs that allow all students 

to participate.  The answer to the question posed in the title How popular musicians learn 

(Green, 2002) should be “in school by a teacher who helped me discover how I learn 

music.”  

 Another final thought is that it is ok that teachers do not credit pedagogical study 

in collegiate programs with informing their teaching of alternative music programs.  As 

Mr. Lane attested, music teachers know about music from a background that others 

without the same experiences and training do not.  Regardless of the content area of 

musical training, participants in the present study knew what sounds represented good 

performance products.  Curriculum developers cannot directly change pre-service 

programs without adding more credits at this point, but more can be done to give future 

music teachers the tools to become knowledgeable in the content areas of alternative 

music programs.   

 Finally, there were elements of student- centered instruction at each site and 

efforts taken by the teachers to consider the needs of their students.  Whether offering the 
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alternative course or activity was designed to appeal to student interests or teachers in this 

study generally consider student-centered practices, each of them did it in this study.  It 

would be interesting to compare the student-centeredness of teachers in the traditional 

large ensemble courses and activities with alternative courses and activities in order to 

see if there were differences among teachers who offer both opportunities and why those 

differences exist.  

What I value most about engaging in the present study is that my philosophy of 

teaching music has forever changed.  I was a music teacher who constantly researched 

new initiatives to offer my existing students and never considered creating new 

opportunities for those outside of the traditional program.  Perhaps I felt that if I was 

going to give more time outside of my normal duties that I would want to give it to the 

most dedicated students.  I never considered that added time and pay could equal contact 

time with more students.  I wish I could go back and create new opportunities for any 

potential music student, as I believe in the goal of music education for all.   
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Appendix A: Codebook 

 

Alternative courses Any statements about alternative courses or 
activities 

Assessment Any statements concerning a check for 
understanding 

Aural learning Statements concerning learning music by ear 

Builds student confidence Statements that are observed as building 
student confidence 

Clarifying statement Reiterating a point in a different way 

Class inception  Impetus for a course offering 

Classroom management Statements made concerning the management 
of students 

Classroom procedures Any actions or activities that are routines in the 
classroom environment 

Communication Any devices or mediums used to communicate 
events or information about the class to the 
public (e.g. parents, students, community, 
admin. etc.) 

Content Any talk of content relating to the class or 
activity 

Context for learning Environment and circumstances that 
contribute or hinder learning 

Dedication Statements representing dedication either by 
teacher or student 

Diagnosis  Statements concerning needs for improvement 
or change 

Food Any reference to having food or treats as part 
of class or the activity 

Goals Statements concerning goals for teachers or 
students 

Groups Any partnering or small groups in the context 

Influence Causes for motivation in activity 

Input from outside sources Outside expertise that influences class or 
activity  

Instructional statements Any statements that teach 

Knowledge informs skills in other areas Cross curricular talk 

Modeling Observed instances where teacher/student 
models and students copy 

Motivation Any statements that signify passion for the 
content 

Parent influence Students influenced by parents 

Part assignment Teacher assigns a piece of music or instrument 
for a student to perform 
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Planning instruction Statements concerning planning content 

Positive reinforcement Any affirmative statements descriptively 
praising students 

Rapport Statements where teacher establishes a 
connection with a student regardless of success 

Reference to researcher  Any attention given to me, the researcher, or 
the project during the observation or interview 

Review Any statements concerning review of content 
previously taught. 

Scaffolding Planning statements that illustrate what “will” 
happen in the near future that allow for 
students to prepare for change. 

Scheduling Statements concerning the scheduling of 
practices or time spent in the observed activity 
e.g., school demographics/environment 

School policy Pre-established rules and guidelines that all 
persons affiliated with a school district must 
follow 

Set up Teacher's manipulation of room set up 
concerning students and materials 

Student centeredness Any planning for instructional activities that 
give students a controlling interest 

Student clarification question Any question students may ask where they 
need clarification by the teacher 

Student demonstrates knowledge Manifestation of student knowledge attained 

Student growth Statements that describe the trajectory of 
student learning 

Student information Any personal, cultural, or identifying 
information of students 

Student input to learning Any information offered by students that 
facilitates learning 

Student interest Any statement concerning the demonstrated 
interests of students 

Student knowledge forced change Any situation where student knowledge caused 
the teacher to reevaluate and change the 
direction of the lesson. 

Student philosophy Statements considering student beliefs 

Student self-instruction  Instances where students learned without 
teacher influence 

Student talk Student talking unrelated to the class/activity 

Student to teacher critique Students offering feedback to what the teacher 
presents 

Teacher affirmation of student input Statements concerning how the teacher 
acknowledges input offered by students. 

Teacher clarifying statement Teacher rephrasing or explaining what they 
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mean or answering a student question 

Teacher created program/class Statements concerning how a teacher created 
a new program initiative in his/her school. 

Teacher expectations Statements where the teacher shares the 
expectation or policy that students are 
required to meet 

Teacher expertise Statements explaining how expertise is gained 

Teacher flexibility Statements where the teacher deviates from 
intended plan and accommodates student 
needs 

Teacher elicits student input Questions or statements asking for student 
opinion or input to learning content or 
performance quality 

Teacher info Personal statements about the teacher 

Teacher initiated activity Instances where the teacher gives a direction 
and the students respond with activity 

Teacher knowledge  Statements where teachers demonstrate 
knowledge of a subject 

Teacher philosophy Statements where the teacher provides 
opinions or claims about why things are the 
way they are 

Teacher questioning to build knowledge Instances where the teacher asks guiding or 
leading questions to help students discover 
new knowledge 

Teacher talk Teacher housekeeping and discussion 
unrelated to the content of the class 

Teaching approach Statements where the teacher demonstrates 
an aspect of a teaching approach such as 
transmission, generative, transformative, or 
democratic 

Team teaching duty sharing Instances where teachers work collaboratively 
in a team teaching situation 

Trad.  vs. alt. Statements that address benefits or drawbacks 
to traditional large ensemble classes versus 
alternative music programs 

Traditional courses Any statements about traditional music 
courses/activities or large ensembles 

Woodshedding  
 

Any instances where teachers engage in drill 
and practice instructional activity within the 
rehearsal. 
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Appendix C: Survey Items 

 

A Survey of Secondary Public School Music Educators’ Responsibilities 

 

1.  Please indicate grade levels currently teaching (check all that apply): 

_6  _7  _8  _9  _10  _11  _12  

_Other: (explain) 

2. How many school buildings do you service as part of your teaching contract? 

 _ 1  _2  _3  _4  _5  _>5 

3. What is the total student population of your school (if you teach in more than one 

building consider the enrollments at each building)? 

School building School enrollment Students enrolled in music 

 Fill in number of students Drop down menu of numbers 

   

   

   

   

   

   

   

   

 

 _0-400  _401-800  _801-1200  _1201- 1600  _1601-1800  _1801-2200  _2201-

2600   

 _2601-3000  _>3001 

4. How many total students do you teach in your teaching assignment (not enrollment 

data as students might take more than one music class)? 

 ________number of students 

For music course offerings and activities please list all sections of each offering as 

separate entities (e.g., rock history 01, rock history 02, etc.) 

5. What music curricular offerings do you teach at your school?  

Course 
title 

Grade Prerequisites Brief description Meeting 
frequency 

Number of 
students 
(indicate if 
there is a 
cap) 

e.g., Wind 
ensemble 

10-12 Audition Premiere 
competitive 
instrumental 
ensemble  

M-F 9:00-
9:50am 

80 cap 
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7. What music extracurricular activities are you responsible for (if none, please indicate 

“none” in the program title field and skip to item 9)? 

Program title Grade Brief description Meeting frequency Number of 
participants 
(indicate if there 
is a cap) 

e.g., Show 
choir 

7-12 Popular music and dance 
ensemble 

T/TH 7:20-8:00am 15 (30 cap)  

     

     

     

     

     

     

 

9. Please provide any additional information that might help illustrate the context of your 

teaching assignment and activities.  

 

 

 

 

10. Thank you for your participation in this survey.  Based on your responses, you may 

be invited to participate in a second phase of this research project.  This will include a 

more detailed qualitative study of individual music teachers of alternative 

courses/activities outside the traditional large ensemble (band, choir, and orchestra) in 

order to determine how students learn and how teachers gain the expertise for the content 

taught.  Please indicate if you will be willing to be a part of this process which will 

include a teacher interview, individual interviews among 2-3 students enrolled in the 

same alternative course/activity, and weekly observations over a 9 week period from 

October through December 2013.  All data will be captured on video only to be viewed 

by the researcher.  All identifiable information will be replaced by pseudonyms to ensure 

anonymity.  Please provide an email address and/or phone number and any contact 

information for research review boards for your school district (if there are none, please 

provide an administrator contact).  

Participant email: _____________________________ Phone#: 

_______________________ 

Administrator email: ____________________________ 
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Research review committee contact: 

_____________________________________________ 

 

 

 

 

This concludes the survey.  Thank you for your participation and best wishes for success 

to you and your students.  
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Appendix D: Survey Welcome 

 

Invitation to participate in a research study 

 

Dear Music Educator, 

 

I am conducting a dissertation research project on the acquisition of expertise needed to 

teach music courses at the secondary level in Minnesota.  As curriculum continues to 

change in today’s music classroom, teachers are challenged with acquiring expertise in 

ways that may or may not have been included in the education programs that certify new 

teachers.  The purpose of this study is to examine current diverse responsibilities of 

music teachers in Minnesota’s secondary schools.  You have been selected to participate 

in this study because you are a music educator for secondary level students in the state of 

Minnesota.  

 

As a participant in this study, you will be invited to complete an electronic survey that 

will take approximately 20-30 minutes. 

 

Thank you for considering being a participant in this study.  If you have any additional 

questions regarding this project please contact David M. Berberick (researcher) at 

berbe021@umn.edu or call 507-259-6237 (cell).  If you desire to speak with the research 

adviser of this project please contact Dr. Keitha Hamann, Associate Professor 

haman011@umn.edu or call 612-624-9819.  

 

Sincerely,  

 

 

David M. Berberick 

PhD Candidate 

University of Minnesota, School of Music 

 

mailto:berbe021@umn.edu
mailto:haman011@umn.edu
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Appendix E: Initial Case Study Participant Contact Letter 

 

Invitation to participate in a research study 

 

Dear Music Educator, 

 

I am conducting a dissertation research project on the acquisition of expertise needed to 

teach music courses at the secondary level in Minnesota.  As curriculum continues to 

change in today’s music classroom, teachers are challenged with acquiring expertise in 

ways that may or may not have been included in the education programs that certify new 

teachers.  The purpose of this phase is to decipher what experiences have informed the 

teacher’s expertise in areas outside the large ensembles (band, choir, and orchestra).  You 

have been selected to participate in this study because you are a music educator for 

secondary level students in the state of Minnesota and agreed to participate in a follow-up 

study in the previous survey.  

 

As a participant in this study, you will be invited to agree to the following: 

- Participate in a semi structured interview during the data collection period 

(October-December) that will last approximately one hour. 

- Allow the researcher to observe and video record class sessions approximately 

six times during the data collection period (I will have consent/assent forms). 

- Participate in approximately two stimulated recall sessions to explain 

elements of observed class sessions to the researcher. 

- Provide researcher with copies of lessons plans or unit plans pertaining to 

observed class sessions. 

- Provide access to two student participants (1 male and 1 female) that will 

participate in one semi-structured interview lasting approximately 45 minutes 

pending parent or guardian assent. 

Two of your students will be asked to participate in the following ways: 

- They will agree to be present on video transcripts of observed class sessions 

(parent consent needed). 

- They will agree to meet with the researcher at a time convenient to teacher 

and student schedules.  Interviews will last approximately 45 minutes (parent 

consent needed). 

Thank you for considering being a participant in this study.  If you have any additional 

questions regarding this project please contact David M. Berberick (researcher) at 

berbe021@umn.edu or call 507-259-6237 (cell).  If you desire to speak with the research 

adviser of this project please contact Dr. Keitha Hamann, Associate Professor 

haman011@umn.edu or call 612-624-9819.  

 

Sincerely,  

mailto:berbe021@umn.edu
mailto:haman011@umn.edu
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David M. Berberick 

PhD Candidate 

University of Minnesota, School of Music 
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Appendix F: Participant Clarification Letter 

 

I am contacting you per your positive response to continuing with my research project.  

 

I am pasting in below the conditions and nature of this second phase so you might 

understand what is necessary.  

 

What I am most interested in understanding at this point is what you would like me to 

observe regarding courses/programs outside of the large ensemble 

(Band/Choir/Orchestra) that you are involved with or that might happen at your school. 

 Please respond as soon as you can, as I am eager to learn more about what you do and 

how you acquired your expertise to work in these areas.  Thank you in advance for your 

help.  

As a participant in this study, you will be invited to agree to the following: 

-          Participate in a semi-structured interview during the data collection 

period (October-December) that will last approximately one hour. 

-          Allow the researcher to observe and video record class sessions 

approximately six times during the data collection period (I will have 

consent/assent forms). 

-          Participate in approximately two stimulated recall sessions to explain 

elements of observed class sessions to the researcher. 

-          Provide researcher with copies of lessons plans or unit plans pertaining 

to observed class sessions. 

-          Provide access to two student participants (1 male and 1 female) that 

will participate in one semi-structured interview lasting approximately 45 

minutes pending parent or guardian assent. 

Two of your students will be asked to participate in the following ways: 

-          They will agree to be present on video transcripts of observed class 

sessions (parent consent needed). 

-          They will agree to meet with the researcher at a time convenient to 

teacher and student schedules.  Interviews will last approximately 45 minutes 

(parent consent needed). 

 Sincerely,  
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David M. Berberick 

PhD Candidate 

University of Minnesota, School of Music 
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Appendix G: Teacher Consent Form 

 

TEACHER CONSENT FORM 

Music Teacher Expertise Dissertation Project 

 

 

You have been invited to be in a research study concerning music teacher expertise.  You 

were selected as a possible participant because you are a teacher in a music class being 

observed for the project.  We ask that you read this form and ask any questions you may 

have before agreeing to be in the study. 

 

This study is being conducted by David M. Berberick, a Ph. D. Candidate at the  

University of Minnesota, School of Music 

Background Information 

 

The purpose of this study is to examine current responsibilities of music teachers in 

Minnesota’s secondary public schools and to decipher what experiences have informed 

the teacher’s expertise in areas outside the large ensembles (band, choir, and orchestra). 

 

Procedures: 

 

If you agree to be in this study, we would ask you to do the following things: 

- A semi structured interview during the data collection period (October-

December) that will last approximately one hour. 

- Allow the researcher to observe and video record class sessions approximately 

six times during the data collection period. 

- Participate in approximately two stimulated recall sessions to explain 

elements of observed class sessions to the researcher. 

- Provide researcher with copies of lessons plans or unit plans pertaining to 

observed class sessions. 

- Provide access to two student participants (1 male and 1 female) that will 

participate in one semi-structured interview lasting approximately 45 minutes 

pending parent or guardian assent. 

Risks and Benefits of being in the Study 

 

There are some slight potential risks to participating in this study: First, teachers will 

have their actions in the class sessions and potential interviews observed and recorded on 

video so any embarrassing moments might be seen again by you and the researcher.  
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Second, you could experience possible fatigue from having to recall information in order 

answer interview questions about teaching music.  The likelihood of these events 

occurring is minimal; however, if you experience discomfort you may ask and be 

removed from the study at any time. 

 

There are no direct benefits to participating in this study. 

 

Confidentiality: 

 

The records of this study will be kept private.  In any sort of report that may be published, 

any identifiable information of participants will not be included.  Research records will 

be stored securely and only researchers will have access to the records.  Study data will 

be encrypted according to current University policy for protection of confidentiality.  

Video transcripts of observed class sessions and interviews will be accessible only to the 

researcher and will be erased once the project is completed or August 2014, whichever 

comes later.  Participants will be notified of the completion the project  

 

Voluntary Nature of the Study: 

 

Participation in this study is voluntary.  Your decision whether or not to participate will 

not affect your current or future relations with the University of Minnesota.  If you decide 

to participate, you are free to not answer any question or withdraw at any time without 

affecting those relationships.  

 

 

Contacts and Questions: 

 

Thank you for agreeing to be a participant in this study.  If you have any additional 

questions regarding this project please contact David M. Berberick (researcher) at 

berbe021@umn.edu or call 507-259-6237 (cell).  If you desire to speak with the research 

adviser of this project please contact Dr. Keitha Hamann, Associate Professor 

haman011@umn.edu or call 612-624-9819.  

 

If you have any questions or concerns regarding this study and would like to talk to 

someone other than the researcher(s), you are encouraged to contact the Research 

Subjects’ Advocate Line, D528 Mayo, 420 Delaware St. Southeast, Minneapolis, 

Minnesota 55455; (612) 625-1650. 

 

You will be given a copy of this information to keep for your records. 

 

 

Statement of assent: 

 

I have read the above information.  I assent to participate in the study.  

mailto:berbe021@umn.edu
mailto:haman011@umn.edu
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Signature of teacher:  _______________________________ Date: __________________ 

 

 

Signature of Investigator:  ____________________________ Date: 

__________________ 
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Appendix H: Student Consent Form 

 

STUDENT CONSENT FORM 

Music Teacher Expertise Dissertation Project 

 

 

You have been invited to be in a research study concerning music teacher expertise.  You 

were selected as a possible participant because you are a student in a music class being 

observed for the project. We ask that you read this form and ask any questions you may 

have before agreeing to be in the study. 

 

This study is being conducted by David M. Berberick, a Ph. D. Candidate at the 

University of Minnesota, School of Music 

Background Information 

 

The purpose of this study is to examine current responsibilities of music teachers in 

Minnesota’s secondary public schools and to decipher what experiences have informed 

the teacher’s expertise in areas outside the large ensembles (band, choir, and orchestra). 

 

Procedures: 

 

If you agree to be in this study, we would ask you to do the following things: 

- Agree to be present on video transcripts of observed class sessions. 

- You may be asked to participate in an interview with the researcher at a time 

convenient to teacher and student schedules.  Interviews will last 

approximately 45 minutes. 

Risks and Benefits of being in the Study 

 

There are some slight potential risks to participating in this study: First, students will 

have their actions in the class sessions and potential interviews observed and recorded on 

video so any embarrassing moments might be seen again by the researcher.  Second, 

students who agree to be interviewed could experience possible fatigue from having to 

recall information in order answer questions about class sessions or their musical 

interests.  The likelihood of these events occurring is minimal; however, students 

experiencing discomfort may ask and be removed from the study at any time. 

 

There are no direct benefits to participating in this study.  

 

Confidentiality: 
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The records of this study will be kept private.  In any sort of report that may be published, 

any identifiable information of participants will not be included.  Research records will 

be stored securely and only researchers will have access to the records.  Study data will 

be encrypted according to current University policy for protection of confidentiality.  

Video transcripts of observed class sessions and interviews will be accessible only to the 

researcher and will be erased once the project is completed or August 2014, whichever 

comes later.  Participants will be notified of the completion the project  

 

Voluntary Nature of the Study: 

 

Participation in this study is voluntary.  Your decision whether or not to participate will 

not affect your current or future relations with the University of Minnesota.  If you decide 

to participate, you are free to not answer any question or withdraw at any time without 

affecting those relationships.  

 

 

Contacts and Questions: 

 

Thank you for agreeing to be a participant in this study.  If you have any additional 

questions regarding this project please contact David M. Berberick (researcher) at 

berbe021@umn.edu or call 507-259-6237 (cell).  If you desire to speak with the research 

adviser of this project please contact Dr. Keitha Hamann, Associate Professor 

haman011@umn.edu or call 612-624-9819.  

 

If you have any questions or concerns regarding this study and would like to talk to 

someone other than the researcher(s), you are encouraged to contact the Research 

Subjects’ Advocate Line, D528 Mayo, 420 Delaware St. Southeast, Minneapolis, 

Minnesota 55455; (612) 625-1650. 

 

You will be given a copy of this information to keep for your records. 

 

 

Statement of Consent: 

 

I have read the above information.  I am over 18 and consent to participate in the study.  

 

 

Signature of student:________________________________Date: __________________ 

 

 

Signature of Investigator:____________________________Date: __________________ 

 

mailto:berbe021@umn.edu
mailto:haman011@umn.edu
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Appendix I: Student Assent Form 

 

STUDENT ASSENT FORM 

Music Teacher Expertise Dissertation Project 

 

 

You have been invited to be in a research study concerning music teacher expertise.  You 

were selected as a possible participant because you are a student in a music class being 

observed for the project.  We ask that you read this form and ask any questions you may 

have before agreeing to be in the study. 

 

This study is being conducted by David M. Berberick, a Ph. D. Candidate at the  

University of Minnesota, School of Music 

Background Information 

 

The purpose of this study is to examine current responsibilities of music teachers in 

Minnesota’s secondary public schools and to decipher what experiences have informed 

the teacher’s expertise in areas outside the large ensembles (band, choir, and orchestra). 

 

Procedures: 

 

If you agree to be in this study, we would ask you to do the following things: 

- Agree to be present on video transcripts of observed class sessions. 

- You may be asked to participate in an interview with the researcher at a time 

convenient to teacher and student schedules.  Interviews will last 

approximately 45 minutes. 

Risks and Benefits of being in the Study 

 

There are some slight potential risks to participating in this study: First, students will 

have their actions in the class sessions and potential interviews observed and recorded on 

video so any embarrassing moments might be seen again by the researcher.  Second, 

students who agree to be interviewed could experience possible fatigue from having to 

recall information in order answer questions about class sessions or their musical 

interests.  The likelihood of these events occurring is minimal; however, students 

experiencing discomfort may ask and be removed from the study at any time. 

 

There are no direct benefits to participating in this study.  

 

Confidentiality: 
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The records of this study will be kept private.  In any sort of report that may be published, 

any identifiable information of participants will not be included.  Research records will 

be stored securely and only researchers will have access to the records.  Study data will 

be encrypted according to current University policy for protection of confidentiality.  

Video transcripts of observed class sessions and interviews will be accessible only to the 

researcher and will be erased once the project is completed or August 2014, whichever 

comes later.  Participants will be notified of the completion the project  

 

Voluntary Nature of the Study: 

 

Participation in this study is voluntary.  Your decision whether or not to participate will 

not affect your current or future relations with the University of Minnesota.  If you decide 

to participate, you are free to not answer any question or withdraw at any time without 

affecting those relationships.  

 

 

Contacts and Questions: 

 

Thank you for agreeing to be a participant in this study.  If you have any additional 

questions regarding this project please contact David M. Berberick (researcher) at 

berbe021@umn.edu or call 507-259-6237 (cell).  If you desire to speak with the research 

adviser of this project please contact Dr. Keitha Hamann, Associate Professor 

haman011@umn.edu or call 612-624-9819.  

 

If you have any questions or concerns regarding this study and would like to talk to 

someone other than the researcher(s), you are encouraged to contact the Research 

Subjects’ Advocate Line, D528 Mayo, 420 Delaware St. Southeast, Minneapolis, 

Minnesota 55455; (612) 625-1650. 

 

You will be given a copy of this information to keep for your records. 

 

 

Statement of Assent: 

 

I have read the above information.  I am under 18, will attach a parent consent form with 

this form, and assent to participate in the study.  

 

 

Signature of student:________________________________Date: __________________ 

 

 

Signature of Investigator:____________________________Date: __________________ 

 

mailto:berbe021@umn.edu
mailto:haman011@umn.edu
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Appendix J: Observation Protocol 

 

Pre-structured Case Outline: Teacher Expertise Dissertation Project 

 

Observation Date/Time: ___________ Location: __________________________ 

 

Teacher: _______________________________   Course: _________________________ 

 

Teacher role in class (top-down, facilitator) 

 

 

 

Content: (Student generated, teacher generated) 

 

 

 

Learning practices/teaching approach (transmission, democratic, informal learning) 

 

 

 

Assessment: (formative, summative, formal or informal, peer or teacher, evidence) 

 

 

 

Teacher’s use of expertise observed: (Student questions, presentation of content, speaking 

from experience) 

 

 

 

Student engagement:  
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Appendix K: Dance Rubric 

 SHOW CHOIR PERFORMANCE QUIZ               Name:____________________________ 
                                                                                       Song: “Friendship” 

 

 Advanced = 2 points Satisfactory = 1 point Needs Improvement = 0 
points 

Memorized lyrics Student thoroughly 
memorized lyrics and did not 
forget any words/lines. 

Student mostly memorized 
lyrics and occasionally forgot 
a word or line. Did not 
disrupt overall meaning of 
performance. 

Student didn’t know the 
words or lines and this 
disrupted the overall flow of 
the performance. 

Diction/Volume Student sung the song with 
consistent diction and volume. 

Student sung the song with 
diction and volume, but not 
consistently. 

Student struggled to sing the 
song using diction and 
volume. Couldn’t understand 
or hear the student perform. 

Melody Student sings the correct 
notes in the melody 
consistently. 

Student sings the correct 
notes of the melody, but not 
consistently. 

Student struggled to sing the 
correct notes of the melody. 

Facial Expression Student understands the 
function of facial expressions 
during the performance and 
demonstrated this 
understanding by consistently 
performing with appropriate 
facial expressions. 

Student understands the 
function of facial expressions 
during the performance but 
was not able to consistently 
incorporate facial expressions 
during the performance. 

Student does not seem to 
understand the function of 
facial expressions in Show 
Choir and did not 
appropriately use them during 
the performance and/or 
student “broke character” 
while performing. 

Accurate Rhythm Student consistently 
demonstrated rhythmical 
accuracy in the dance steps 
throughout the performance. 

Student mostly demonstrated 
rhythmical accuracy in the 
dance steps during the 
performance. Overall flow of 
the performance was not 
disrupted. 

Student did not demonstrate 
rhythmical accuracy in the 
dance steps. The performance 
was disrupted by incorrect 
rhythm. 

Accurate Movement  Student performed all dance 
steps correctly, in the right 
order, on the correct facing 
and with confidence. 

Student performed most of 
the dance steps correctly, in 
the right order and on the 
correct facing. Some level of 
confidence was detected in 
the performance. 

Student did not perform: 
 the dance steps 
correctly 
 in the right order  
 on the right facing.  
 

Overall performance was 
disrupted due to inaccurate 
movements or lack of 
confidence. 

TOTAL: /12 
Music notation:             /5 

Notation and Quiz Total:           /17 
COMMENTS: 


