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LIST OF DEFINITIONS 
 

• AFRICAN AMERICAN VERNACULAR ENGLISH (AAVE): A unique dialect (largely 

composed of phonology seen within the Southern United States) of its own 

grammatical, vocabulary, and accent features spoken largely by Black American 

diaspora.  

• BLACK FEMINIST EPISTEMOLOGY (BFE): For the purposes of this study Black 

Feminist Epistemology will be understood as philosophical construct of how 

Black women utilize different standards of substantiated knowledge to assess 

knowledge, truth, wisdom (Hill-Collins, 2000). 

• BLACK FEMINIST THOUGHT (BFT) AS A SOCIAL THEORY: Black Feminist Thought as a 

social theory affirms, rearticulates, and provides a vehicle for expressing in public 

a consciousness that quite often already exists. More important, this rearticulated 

consciousness aims to empower African American women and stimulate 

resistance. (Hill-Collins, 2000, p.32)  

• CRITICAL CONSCIOUSNESS: The ability to recognize oppressive systems and social 

forces that impact society at large and individuals. (Robinson, 2017) 

• CRITICAL RACE THEORY (CRT): A progressive theoretical framework derived from 

the legal movement of Critical Legal Studies, that seeks to transform the 

relationship and understanding of systematic oppression related to race, racism, 

and power. (Delgado & Stefancic, 2017, p. 171) 

• CULTURALLY RESPONSIVE (REFLECTIVE AND RELEVANT) PEDAGOGY (CRP): A three-

part pedagogical framework constructed by Gloria Ladson-Billings to incorporate 
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sociocultural awareness, academic achievement and student growth, and cultural 

competency within the classroom. (Ladson-Billings, 1995) 

• CRITICAL WHITENESS STUDIES (CWS): A critical race theorization of whiteness and 

White culture within American society. (Delgado and Stefancic, 2017) 

• CODE-SWITCHING: The concept of altering one’s personal mannerisms—such as 

language and dialect—particularly amongst people of color as a means to fit 

within the socially and linguistic normative culture. 

• EPISTEMIC INJUSTICE: Actions resulting in unequal access to and the participation 

in knowledge practices" (Medina, 2013, p.3) 

• EPISTEMIC RESISTANCE: The use of epistemic resources and abilities to 

undermine and change oppressive normative structures and complacent 

cognitive-affective functioning that sustains those structures (Medina, 2013, p.3) 

• EPISTEMOLOGY: The theory of knowledge, determining truths of reason versus 

truths of fact (Hodges, 2017, p.4) 

• ETHNICITY: Group characteristics often based on national origin, ancestry, 

language, or other cultural characteristic or pattern (Delgado & Stefancic, 2017, 

p. 174) 

• INTERSECTIONALITY: The belief that individual’s social identity can be comprised of 

overlapping systems of oppression (Nash, 2019)  

• RACE: The notion of a distinct biological type of human being usually based on 

skin color or other physical characteristics (Delgado & Stefancic, 2017, p.182) 

• WOMXN: Women and Womxn are used interchangeably at the discretion of the 

researcher. However, womxn will only be used when the researcher evokes their 
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own sense of authority or directly quoted by other sources. The spelling of 

womxn (pronounced women) is an intersectional feminist written term to ensure 

make space for those who have been historically omitted from traditional feminist 

literature (with the inclusion of trans-women and non-binary individuals)  
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Since the 1960s Civil Rights Movement the field of music education has 

consistently looked to provide music education experiences that are reflective of 

students’ cultural backgrounds. Music education’s dedication toward providing more 

culturally reflective teaching methods can be seen within the scholarship and teaching 

practices that have progressed since the 1960s. While scholarship and pedagogical 

approaches have advanced and become more culturally inclusive, many individuals 

who find themselves at the particular intersection of race and gender are often excluded 

from the prototypical attempts of ensuring diversity within philosophy and teaching. The 

purpose of this narrative, ethnographic study is to share Black female music educators’ 

experience-based philosophical perspectives and underscore how expressed moments 

of epistemic friction within their scholastic music education have impacted their current 

music education perspective and praxes. This three-part narrative study details four 

Black female K-12 general and choral music educators and their perspectives towards 

being Black in culturally White musical spaces, providing cultural representation in the 

classroom for their students, and philosophical perspectives towards teaching music in 

a diverse society. 
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CHAPTER 1 
BLACK FEMINISM IN MUSIC EDUCATION: AN INTRODUCTION 

A Personal Narrative 

One of my fondest memories as a child was attending church with my mom, dad, 

and my sister. I can easily remember the warm, thick, summer morning air. I was born 

and raised in the South so, I never minded the dewiness of a hot summer morning. I 

actually love it. It feels like home. However, one of the worst feelings was walking 

across wet, freshly mowed grass in wet stockings. If I clomp along in the grass, ever 

flick of grass with my feet created this soggy swampy feeling between toes. But my 

mother didn’t care.  

 Growing up, little Black girls wore white stockings to church no matter what, 

even in summer dress sandals. I loved my sandals, but I detested stockings—always 

have. However, my mom did not play. Five-year-old little girls wore stockings—even 

with summer sandals and their best church dress.  

A few things were guaranteed at Good Hope Missionary Baptist Church. There 

was bound to be good preaching. Rev. John L. Thatch spoke from the pulpit with a 

familiar cadence of Dr. King and provided an absolute southern comfort for the soul. I 

always tried to pay attention just well enough to explain a phrase or two so I could get a 

little extra candy from the Candy Lad. If I remembered a really good point she would 

often let me trade out a Tootsie Rolls or a strawberry candy for Werther's originals, soft 

peppermints, a Jolly Rancher, or a piece bubble gum. I always took that lesson that 

kids, candy, and education is always a good combination.  

 Getting girls up in the morning was a chore. Sorry, Dad. But thankfully, neither of 

my parents were fans of Sunday school. We all shared a similar sentiment that 
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education of the Bible is important—but we also loved our sleep. However, if my parents 

happened to get an early head start on a Sunday morning, we often found ourselves 

right on time to hear the testimonials and praise and worship that happened after 

Sunday school but before the 10:45 am church service. With no musicians to serve as 

accompanists—as it was not their formal start time—elders would use their musical 

skills to conjure these musicals moments from the depths of their soul. Harmonic wells 

of blended and overlapping voices filled the already thick humid air within the church. 

Each hymn was lined and accompanied with stomping and clapping and each trio of 

raised hymns served as intermissions between rounds of early morning testimonials. 

During these communal moments, church members shared stories of turmoil and strife. 

They offered up reflective nuggets of gratitude and hope. And when words failed them, 

they offered up their testimony in song.  

The church pews were hard, wooden, and slightly uncomfortable. With the odd 

mixture of summer heat and not quite cool air—the Trustee ministry insisted on saving 

money. It was very easy for anyone to enjoy a nice summer snooze in that church. Even 

with sleep still on my brain, it was impossible to fall asleep on the church pews without a 

proper cushion. When my mother empathized with my tiredness, she often let me lay on 

her lap and rest my eyes before the 10:45 am service. However, sleeping during the 

formal service was forbidden. But my mom often let me stretch out on the pews and 

take comfort in resting my head in her lap while we listened to the elders.  

During those musical interludes or musical testimonies, I would play a game. As I 

would intently listen to the cacophony of southern Black gospel harmonies heard 

overhead, I often would try to slide in and out of the harmonies I heard. I would listen to 
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my mom. As my head bounced up and down on her knee as she stomped on every 

rhythmic downbeat, I listened to her as the lead and listened for the other voices I 

recognized.  

I heard the early bird elders and other members of the congregation support not 

only through song but through spirit. I listened to the unique and recognizable tones and 

colors embedded within the congregational harmonies. To me, their individualistic 

voices were easy to distinguish but it still created a unique and magical southern gospel 

blend. I heard these same women lead solos, direct choirs, lead hymnals, offer me 

candy, or scold me out of love. But, when they touched and agreed through song, 

especially in support of another Black woman, young or old, you could not deny the 

feeling of support and understanding.  

I first learned to use my musical ear in church, and as a result, I became deeply 

entrenched in all the magic, beauty, and wisdom within music and the voices of Black 

women. I think many Black Southern women have a song in their hearts. It is a unifying 

song amongst those that understand their unique struggle and life lessons but is unique 

and dear to the individual. Fanny J. Crosby's "Blessed Assurance," a memorable and 

heartfelt favorite, is my song. Therefore, within this dissertation, I hope that other Black 

women hear their stories in my song.  

Epigraph  

 
Blessed assurance, Jesus is mine  
O what a foretaste of glory divine  

Heir of salvation, purchase of God  
Born of His Spirit, washed in His blood  

Perfect submission, all is at rest  
I in my Savior am happy and blessed  
Watching and waiting, looking above  
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Filled with His goodness, lost in His love  
This is my story, this is my song  

Praising my Savior all the day long  
This is my story, this is my song  

Praising my Savior all the day long 
—Fanny J. Crosby, Blessed Assurance 

Music—Phoebe Palmer Knapp  
(Blumhofer & Blumhofer, 2005) 

  

Introduction 

Music continues to be an essential cultural principle and mode of individualistic 

and artistic expression across nations, cultures, and ethnicities. As a result of the 

continuously diversifying demographic profile of the United States, music education 

scholars have attempted to provide culturally reflective pedagogically and philosophical 

guidance to practicing music educators. Black feminist educators Gloria Ladson Billings 

(2000a, 2000b, 2009) and Geneva Gay (2000, 2010) have produced highly influential 

research on culturally responsive pedagogy. As their work has spread throughout the 

Academy's knowledge production system, it has secured a place within music education 

research. As a result, Ladson-Billings and Gay's work are heavily cited in the field of 

music education research. Since their introduction, several music education scholars 

have adapted and centered culturally responsive pedagogy within the area of music 

teaching methods and philosophy.  

Music education researchers such as Hess, Talbot, Salvador, and Kelly-McHale, 

have critiqued music education's previous approaches towards culturally responsive 

pedagogies (Hess, 2015, 2019; Hess & Talbot, 2019; Kelly-McHale, 2018; Salvador, 

2019; Salvador et al., 2020; Salvador & Kelly-McHale, 2017). Their research has 

indicated that while culturally responsive practices served an initial purpose of cultural 

awareness, it has brought awareness to a more considerable concern within music 
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education. Music education research foci have evolved from culturally responsive 

practices to eradicating oppressive systems towards minoritized musical communities. 

In recent scholarship, such as Hess’s (2019) Music Education for Social Change: 

Constructing an Activist Music Education and online educational resources such as 

“Decolonizing the Music Room” (Batislaong & Waller-Pace, 2021), scholars have 

realized that music education faces a critical and perpetual problem—how does an 

academic institution of music education destroy systemically oppressive structures that 

are deeply engrained within the American education system?  

This question is not unique to the philosophical field of music education. Near the 

end of the American Civil Rights Movement of 1954 to 1968, music educators, 

sociologists, and other professionals gathered at the Tanglewood Symposium to 

address similar concerns. Music education philosophers and practitioners met to 

address music education's approach towards embracing multicultural philosophical and 

pedagogical approaches (Mark, 2008). As a result of this meeting, the Tanglewood 

Declaration served as a monumental epistemic shift towards shifting and thus centering 

responsibility on the entire field of music education to actively pursue pedagogical 

approaches and curricular items that promote institutional epistemic inclusion and 

musical diversity within music education (Britton et al., 2015; Hodges, 2017; McCarthy & 

Goble, 2002). 

Philosophy can be defined as simply, “thinking about thinking and action” (Elliott 

& Silverman, 2012, p.37). With reflection, thinking, and action—or within music 

education philosophy and praxis—can provide a transformative understanding towards 
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an individual’s teaching values as well as insight into the reasoning behind their music 

teaching praxis. Wittgenstein (1967) elaborated,  

What is the use of studying philosophy if all that it does for you is to 
enable you to talk with some plausibility about some abstruse questions of 
logic, etc., and if it does not improve your thinking about the important 
questions of everyday life? (p.69) 
 
Thus, the field of epistemology considers the varied lived experiences of 

individuals’ everyday life. Epistemology explores the validity of knowledge, truth, 

and ethical beliefs. Regelski (2012) explained that, 

Along with formal and applied ethics, metaethics is a third kind of ethical 
theorizing. It analyzes the nature, concepts, and assumptions and 
methods of justification used in making ethical judgements. For example, 
different theories of knowledge (epistemology) yield different accounts 
concerning the nature of ethical beliefs. (p.301) 

 
However, feminist, anti-racist, and decolonization music education 

researchers all contend that the construction and validity of knowledge, truth, and 

ethical belief varies amongst diverse cultural communities. As a result of the 

hegemonic normalization of White cultural epistemologies throughout the 

institution of music education. The continued hegemonic White cultural 

dominance continues to be seen as oppressive and culturally stifling amongst 

individuals within institutionalized minoritized cultural groups (Hess, 2015; 

Batislaong & Waller-Pace, 2021). 

In 1999, the governing body of music education, the Music Educators National 

Conference, hosted the Housewright Symposium. The Housewright Symposium 

formation encouraged activists, philosophers, practitioners, and students to envision 

music education's progress and future by 2020. As a result of this conference, The 

Vision 2020 Housewright Declaration was created. This declaration reiterated the need 
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to reimagine music education's overall praxis in ways that respectfully and accurately 

depict cultural music and culturally informed music praxis (Branscome, 2016; 

Housewright Symposium, 2015; National Association for Music Education, 2020).  

Now one year removed from the previously idealized year of 2020, music 

education faces several startling but simultaneously timeworn subjects—music 

education's responsibility towards uplifting minoritized students and their cultural 

musical communities (National Association for Music Education, 2020). Before the life-

changing year of 2020, the American music education institution had made progress 

towards adhering to the ideals set forward by the Housewright Symposium and the 

foundational ideas of the Tanglewood Declaration. However, as the demographic profile 

and the social responsibility grows (as continuously reiterated by the governing 

epistemic perspectives within music education) for those involved within the music 

education what can we actively do to understand and incorporate the music education 

perspectives of minoritized musical communities for the sake of music education and all 

those involved?  

Both declarations acknowledge the need for diverse perspectives and ideologies 

to be represented and honored through knowledge and music in the classroom. As a 

result, those involved within the field of music education have the privilege of exploring 

the human experience through music and music from vastly different cultural 

backgrounds. But, as a Black female music education Ph.D. candidate, I strongly 

believe music education can provide additional representation and purposeful 

awareness of Black American girls and women's lived musical culture and experiences. 

As music education has historically looked to amplify the voices and perspectives of 
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minoritized individuals within music education, as a Black female Ph.D. music education 

candidate, I have always looked for my representation within general and choral music. 

As a result, I am interested in exploring how scholastic music education can provide 

impactful representation and culturally reflective scholastic opportunities for the next 

generation of young Black girls. 

Significance of the Problem 

 Black feminist researchers have explored the use of purposeful education and 

professional development opportunities that center awareness and eradication of 

systematic oppression, intersectionality, and culturally responsive pedagogy within 

music education. Black feminist music education researchers Nicole Robinson and 

Marsha Kindall-Smith indicated that students within their respective studies became 

more aware of their socially constructed positionality and its impact on others who differ 

from themselves (Kindall-Smith, 2006, 2006; Robinson, 2017a). Within Robinson’s 

classroom, students mapped their intersectionality through Robinson's adapted analytic 

tool of the "Matrix of Domination/Oppression" (Robinson, 2017, p.18). Using this visual 

tool allowed students to become more cognizant of their positionality and proximity to 

hegemonic and oppressive concepts related to race, sex, ability, language, creed, 

education, and sexual orientation (Robinson, 2017a, p.18).  

Marsha Kindall-Smith, retired music education professor from the University of 

Wisconsin-Madison, also created long-term professional development opportunities to 

amplify culturally responsive music education pedagogy (Kindall-Smith, 2006, 2013). In 

her study What a Difference in 3 Years! Risking Social Justice Content in Required 

Undergraduate Music Education Curricula (2012), she provided insightful sentiments 
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towards her feelings as a Black female music educator undertaking a social justice 

project within academia. She stated,  

The risk for future music teachers was the requirement to learn a vast 
amount of traditional music education material plus social justice ideas. 
The risk for the professor involved breaking the canon of traditional music 
teacher preparation by teaching social justice content in required courses. 
What the author learned might persuade others to reevaluate their 
curricula and include social justice topics. (p.35).  
 

Kindall-Smith documented her sentiments of the professional risk of inserting alternative 

epistemologies within the music education curriculum. Black women disrupting the 

cannon and challenging the hegemonic conceptualization of knowledge should not feel 

like a personal or professional risk. As a Black woman in music education— I believe 

this is a significant problem.  

Feminist Research in Music Education: A Brief Overview 

Since the 1960s, feminist academic researchers have disseminated their work, 

research, and written about their experiences within academia. These interdisciplinary 

scholars have found ways to incorporate their philosophies within other educational 

fields. Feminist music education researchers Elizabeth Gould (1992, 2011) and Roberta 

Lamb (1994) provided feminist critiques towards a more inclusive music education 

philosophy, praxes, and implications towards a feminist paradigm shift within music 

education. Music education researchers such as Bennett (2008), Fischer-Croneis, 

(2016), Koza (1993), Lam (2018), and McBride (2016) have explored how the dynamics 

of gender expression are created within choral and general music education 
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classrooms. However, when reviewing research related to womxn1 within music 

education, an intersectional literature gap became more apparent. 

Palmer's (2016) article titled "The Teaching Approach of a Notable African-

American Music Teacher: An Intrinsic Case Study" examined the teaching philosophy of 

a notable Black female instrumental music educator from Detroit, Michigan. Through the 

framework of Black feminist thought and social constructivism, he explored Miller's 

current educational praxis and how her culture influenced her music education 

philosophy and praxes. Palmer indicated a crucial problem for his study and as a result, 

similar future studies. Palmer (2016) stated, 

In general education research, there have been studies of effective and 
successful African American teachers (Bray, 2008; Case, 1997; Irvine, 
2002; Ware, 2006). Within music education, there are fewer studies 
documenting the life history or pedagogy of individual African American 
music teachers. The ones that do exist are historical studies (Anderson, 
1988; Lyle-Smith, 1994), historical narrative (Smith, 2010), or pseudo-
case study (Samuels, 2009). Among these four, only one is a study of an 
African American female teacher. This study was an effort to add to the 
music education research literature of exemplary African American 
educators. (p.3-4) 
 

Although music education researchers have encouraged progressive praxes and 

philosophical perspectives towards gender and race within music education, there is a 

shortage of intersectional research from those who occupy multiple minoritized 

demographic communities. As a result, there is very little research highlighting Black 

American music educators' philosophical perspectives. With the inclusion of Palmer 

(2016), there exists only one study that examines the philosophical and praxial 

 
1 The term womxn is used as a modification and extension of the term “women”. Womxn is intentionally 
used to include all kinds of women, including trans women. For this stud, women is used to purposefully 
used to reference individuals who identify with their sex assigned at birth of female thus, self-identifying 
as cis-gendered 
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philosophy of Black women in instrumental music education and none related to Black 

women’s philosophy and praxis within general or choral music education.  

Despite the lack of existing research specific to Black women in music education, 

Black women are present. They have unique culturally influenced perspectives that can 

be influential in the field of music education. Black feminist scholars, critical race 

theorists, and ethnomusicologists have illuminated the unique and culturally influenced 

views Black women have held towards music and music education. Their unique 

culturally informed epistemic perspectives related to music, education, and music 

education. The recording of their voices and ideals may aid in the contextual 

supplementation in outlining the essence of Black feminist thought and epistemology 

within the field of music education. (Gaunt, 2006; Guerra et al., 2020; James, 1993; 

Lindsey, 2015; Lorde, 2007; Love, 2015; Williams, 2017). 

Black Feminist Epistemology 

Audre Lorde (2007) wrote, 

It is learning how to take our differences and make them strengths. For the 
master’s tools will never dismantle the master’s house. They may allow us 
temporarily to beat him at his own game, but they will never enable us to 
bring about genuine change (p.112). 
 

Black feminist educational scholars have aimed to directly address the systematic 

omission of Black girls' and women's cultural knowledge and academic (Chavous & 

Cogburn, 2007; hooks, 1994). As a result, Black feminist researchers and scholars 

explored the ways in which Black womxn have resisted systematic oppression by 

expressing their wisdom and knowledge through alternative methods. Patricia Hill 

Collins (2000) observed,  

As a historically oppressed group, U.S. Black women have produced 
social thought designed to oppose oppression. Not only does the form 
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assumed by this thought diverge from standard academic theory—it can 
take the form of poetry, music, essays, and the like—but the purpose of 
Black women's collective thought is distinctly different. Social theories 
emerging from and/or on behalf of U.S. Black women and other historically 
oppressed groups aim to find ways to escape from, survive in, and/or 
oppose prevailing social and economic injustice (Hill Collins, 2000, p.9). 
 
The historical exclusion of Black women's narratives, perspectives, and thus lack 

of autonomy in hegemonic academic intellectual circles, have forced Black women to 

find a balance of resisting the consistent oppression and silencing of their ideals along 

with the internal persistence to continue to explore self-expression and knowledge 

despite the inflicted resistance. Black women have found ways to continuously push for 

progress specifically towards cultural and intersectional respect amongst themselves 

and [O]thers (Combahee River Collective, 19862; Lorde, 2007; Moraga & Anzaldúa, 

2015). Through Black women's dialogue, their practice of oral tradition, and artistic 

expressions of their wisdom within cultural sanctuaries, Black women have found ways 

to express their experiences and validate their truths (Combahee River Collective, 1986; 

Devlin, 2018; Hill Collins, 2000; Hines, 2020, 2020; Jerkins, 2018; Lorde, 2007). Hill 

Collins explained, "Traditionally, the suppression of Black women's ideas within White 

male-controlled social institutions led African-American women to use music, literature, 

daily conversations, and everyday behavior as important locations for constructing a 

Black feminist consciousness” (Hill Collins, 2000, p.251-252). Through Black feminists’ 

 
2 Jennifer Nash describes The Combahee River Collective’s 1997 statement as, “a touchstone for black 
feminist engagement “ (p.7). This unique piece of literature articulates the alignment of intersectionality 
and the ideological understandings of Black feminism. The Combahee River Collective states, “The most 
general statement of our politics at the present time would be that we are actively committed to struggling 
against racial, sexual, heterosexual, and class oppression, and see as our particular task the 
development of integrated analysis and practice based upon the fact that the major systems of 
oppression are interlocking” (Combahee River Collective, 1982, p.16) 
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explanation of the importance of music and dialogue, Black female music educators are 

at a unique intersection of academic music education and cultural musical knowledge.  

Black women's collective wisdom—or epistemology—has been sustained and 

expanded by primarily Black women. Historically Black feminist epistemology was 

primarily disseminated and maintained through communal conversations with other 

Black women. These oral histories and cultural knowledge are scarce within the 

traditional academic knowledge production system and institution due to the historical 

oppression of Black intellectuals and as a result—Black feminist intellectualism. 

However, leading Black feminist scholar Patricia Hill Collins has synthesized the 

knowledge production process experienced by Black women to fit within the canon of 

academic research. When studying the concepts and constructions of a Black feminist 

informed epistemology Hill Collins (2000) theorized four dimensions that continue to 

serve as tenets related to the knowledge production process of Black women and, 

therefore, Black feminist epistemology. These tenets acknowledge the formation and 

construction of Black feminist epistemology in research and in real-time. 

• Lived Experience a Criterion of Meaning 
• The Usage of Dialogue in Assessing Knowledge Claims  
• The Ethics of Caring 
• The Ethics of Personal Accountability 

Without directly stating so, Black feminist researchers within education and the 

arts may subconsciously partake in this knowledge production process. The study of 

Black feminist music within ethnomusicology provides a supportive paradigm towards 

understanding the history, diversity, and versatility of Black feminist knowledge and 

musical knowledge within music education. Kyra Gaunt's 2006 book, The Games Black 
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Girls Play: Learning the Ropes from Double-Dutch to Hip-Hop, investigates Black girls' 

musicality and musical epistemology. Gaunt insertion and analysis of narrative, lyrical, 

and musical transcriptions support Hill-Collins' concepts of black feminist epistemology 

within cultural spaces—even beginning in childhood. Through communal musical areas 

such as playgrounds, family reunions, churches, and neighborhoods, Black girls are first 

introduced to black musical aesthetics and black musicality. Therefore, by adhering to 

the dimensions of black feminist epistemology, such as engaging in dialogue with other 

Black women and hearing their stories, Black girls and women can provide unique 

insights towards their overall evolution and conception of music education. 

  By listening, observing, and personally serving a participant observer, culture 

bearer, and Black female music educator, I hope to call attention to the ways in which 

Black women’s narratives can not only provide words of comfort or transferability to 

other Black women within the field, but also provide possible solutions—by way of their 

own praxes—towards dismantling White hegemonic practices within the institution of 

music education. The purpose of this narrative ethnographic study is to share Black 

female music educators’ experience-based philosophical perspectives and underscore 

how expressed moments of epistemic friction within their scholastic music education 

have impacted their current music education perspective and praxes. The following 

research questions will be used to guide this study,  

• How have participants’ cultural music experiences impacted their scholastic 
music education praxis? 
 

• In what ways do social and cultural constructs impact participants’ 
epistemological understanding of music teaching and learning? 

 
• How have differing epistemic perspectives in music education impacted 

participants’ praxis?   
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CHAPTER 2 
FEMINIST PHILOSOPHY AND PRAXIS WITHIN MUSIC EDUCATION 

Although music education remains a predominantly feminized field, it largely 

remains unaffected by the contributions of feminist philosophy, theory, and pedagogical 

approaches (Gould, 2011, 2011; hooks,1994). Gould (2011) explained that a “feminist 

philosophy in music education…reveals and critiques effects of music education 

practices, what results from choices represented in pedagogical techniques, curricular 

documents, instrument selection/assignment and hiring practices, and then, to provide 

alternative.” (p.135). Despite the lack of academic preparation, music educators may 

still employ feminist-minded pedagogical practices within their classrooms (Gould, 2011; 

Lamb, 1994). Gould (2011) explained that, 

Many teachers, often in isolation, consistently enact their classrooms 
feminist pedagogical practices such as shared decision-making and 
negotiation, increased student collaboration and independence, whether 
or not they identify them as such (p.130).  
 

In response to this recognized lack of feminist pedagogical and theoretical approaches 

throughout music education, researchers have provided feminist critiques related to 

music education philosophy and praxes. Music education researchers such as Elizabeth 

Gould (1992, 2011) and Roberta Lamb (1994) have expanded upon the necessity of 

feminist philosophical critiques within music education. Nicole Robinson (2017b) has 

theorized how intersectionality can assist in pre-service music teacher education 

programs by centering intersectionality in diverse music education settings and, Juliet 

Hess (2015, 2019) has expanded upon the criticality of decolonizing music education. 

Within the last 30 years, music education has made great strides towards incorporating 

inclusive feminist perspectives within the institution. Yet, when feminist and 

decolonization efforts in music education intersect, another critical literature gap 
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becomes more apparent. The teaching and philosophical perspectives of minoritized 

feminists continue to be underrepresented.  

The word praxis—or Greek for to do—has served as the focal point for 

educational philosophy and pedagogy since revolutionary educational theorist Paulo 

Freire expanded upon the concept (Freire, 2017; Hodges, 2017). Paulo Freire (2017) 

described praxis as “reflection and action upon the world in order to transform it” (p.25). 

He explained that praxis “cannot be purely intellectual but must involve action; nor can it 

be limited to mere activism but must include serious reflection” (Freire, 2017, p.39). 

Academic music education has recognized the educative benefits of a praxis-centered 

philosophical approach to teaching. As a result, the concept of praxialism has become a 

widely acknowledged music education philosophical outlook.  

Seminal scholar Phillip Alpherson (1991) explained that praxialism (those that 

adhere to the philosophical ideas of praxialism) attempts “to understand art in terms of 

the variety of meaning and values evidenced in actual practice in particular cultures” 

(p.233). However, feminist researchers in music education contended that praxialism’ s 

initial exclusivity of addressing unique power dynamics throughout diverse cultures 

creates philosophical concerns around the inclusion of ideas and music from 

systemically oppressed and minoritized musical communities. Lamb (1994) explained,  

My concerns herein are not so much with what is said in the definition and 
explication of the paraxial philosophy, but what is not said, that is: if 
“otherness” (e.g., gender, race, class, sexuality, ethnicity, abilities) is not 
named and addressed directly, the dominant group resumes universality 
and consequently can easily if not intentionally oppress. (p.66)  
 

Lamb and Gould contend that through the implementation of feminist epistemologies 

within music education we the When we hear from the voices of those historically 
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othered within dominant society, their testimonials provide a unique counternarrative 

and reflection. But the critical reflection and understanding of different cultures is limited 

to one’s personal knowledge and awareness. Suppose those within music education 

are not exposed to alternative, inclusive practices or diverse philosophical ideas 

uniquely found outside of the Eurocentric or White American dominant musical 

conceptualization of art, music, and philosophy. In that case, music educators’ praxes—

essentially indoctrinated by the educational institutions they formally or actively 

participate in—may providing a disservice to students not found within dominant cultural 

groups. Gould explained that feminist philosophies within music education could be of 

assistance towards these concerns. When describing the robustness of feminism within 

music education Gould (2011) stated,  

As a style of inquiry, feminist methodological tools consist of (necessarily 
partial) lenses through which problems of lived experience are refracted. 
In addition to critiques of what exists what may be seen, they involved 
looking at what is missing, what has been omitted, devalued, discarded, 
focusing in particular on genealogies of ontological and epistemological 
issues, social institutions, and their unspoken assumptions (Gould, 2011, 
p.138). 
 

As a Black female music educator who aims to adhere to the feminist ideals of looking 

for what is missing, through this work, I hope to create a space for Black women’s 

voices and experiences to be heard within academic music education. 

Black Women in Music Education 

When examining the available research related to Black women’s music 

education pedagogical approaches, Palmer’s (2018) study titled “The Teaching 

Approach of a Notable African-American Music Teacher: An Intrinsic Case Study” 

serves as the only accessible resource. Within his research, Palmer also expressed the 

lack of music education research that documents the life, history, and pedagogy unique 
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to Black American music teachers—regardless of gender expression. Excluding his 

study, Palmer (2018) indicated that the work of Anderson (1988), Lyle-Smith (1993), 

and Smith (2010) are the only available research regarding Black or African American 

perspectives towards music education. Of the four studies, only Palmer’s (2018) study 

centralizes an African American female music teacher's voice and musical experiences. 

Despite the small amount of literature related to Black women’s experience within music 

education, their relationship and ideology related to music and education can be seen 

throughout alternative resources outside of the traditional music education academic 

research cannon. Thus, Black women’s advocacy for music—specifically Black cultural 

music—plays a prominent role in how we construct our praxis of music education within 

the classroom and other educational spaces (Hess, 2015, 2019; Hess & Talbot, 2019; 

Hines, 2020; Robinson, 2017). This literature review will attempt to (1) synthesize and 

explore Black women’s historical contributions to the generalized field of education, the 

history of music as a source of knowledge amongst Black women, and Black women’s 

utilization of music within educational spaces.  

Educational Resistance towards Black Women. Black Americans have had a cultural 

legacy of using education to resist epistemological and socioeconomic oppression. 

The legacy of Black Americans seeking a formal education may seem to contradict 

the modern-day mainstream narratives of underperforming schools and urban 

schools—both of which have been socially associated with financially poor Black and 

Latinx communities (Dekaney & Robinson, 2014; N. R. Robinson, 2017a). However, 
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Black Americans' contributions in education serve as a crucial counter-narrative1 to 

the hegemonic discourse surrounding Black men and women and education 

(Ladson-Billings, 2016; María Ledesma & Calderón, 2015; Taylor, 2016). Patricia Hill 

Collins (2000) stated that for Black Americans, “Education has long served as a 

powerful symbol for important connections among self, change, and empowerment in 

African-American communities” (p.210). Due to historical discriminatory actions taken 

towards women, Black people, and therefore Black women, Black cultural 

epistemologies have been excluded from the traditional academic conceptualization 

of musical knowledge, fact, and truth within music education. However, Black women 

have continuously resisted and persisted against hegemonic oppressive norms 

through the inclusion of their own ideology. Black women have historically found 

alternative means of expressing their understanding and cultural epistemologies, 

despite hegemonic epistemic exclusion and oppression. Berry and Bowers Cook 

(2018) explained the power of listening to Black women and other Black individuals’ 

who find themselves outside of the hegemonic representative cultural norms provides 

the opportunity of counter-storytelling within CRT. They explained,  

In CRT, narrative is counter-storytelling. Counter-story is a tool for 
countering the master narrative, commonly held stories, assumptions, and 
presupposition. DeCuir and Dixson (2004) explained that counter-
storytelling provides voice for underrepresented or marginalized groups to 
challenge the dominant normative discourse, providing alternative and 
necessary realities to conversations specifically within the context of 
education. (p.88) 
 

 
1 Counter-narratives and counter storytelling can be defined as, “writing that aims to cast doubt on the 
validity of accepted premises or myths especially ones held by the majority”. (Delgado & Stefancic, 2017, 
p.171) 
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The following subjection will explore how the recollection of race and racism 

within the institution of education—or counter-narratives—of Black individuals and 

specifically Black women provide a glimpse into the origins of epistemic resistance 

within the institution of education. It is imperative to note that when historically 

excavating general Black-American history that our history has never begun with 

American slavery. But the origins of the Black American story in opposition White 

hegemony beings with the original sin of anti-Black oppression epistemic and 

ontological expression—American slavery.  

The institution of education has been seen as one of the most consistent sites for 

creating discourse, challenging societal norms, and securing socioeconomic 

advancement skills for the Black American community (Berry, 1982; Ladson-Billings, 

2016). This contention between Black individuals and access to education begins with 

one of the earliest slavery rebellions. The 1739 Stono Rebellion was the largest slave 

rebellion on the colonial American mainland (Rasmussen, 2010; Stanley, 2020). Nearly 

two dozen slaves marched from South Carolina to Saint Augustine, Florida, killed more 

than twenty settlers, and burned many buildings to the ground (Rasmussen, 2010). Out 

of fear of future rebellious attempts, the colonial legislature of South Carolina enforced 

stricter slave codes and created the Negro Act of 1740. The Negro Act of 1740 

criminalized literacy, music, and movement among enslaved communities. Thus 

rendering enslaved Africans as chattel slavery (Rasmussen, 2010; Stanley, 2020). This 

singular act of legislation forever altered educational advancement opportunities and 

shared musical knowledge amongst Black Americans forever.  
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In Mark’s (2008), A Concise History of American Music Education, he explains, 

“The eighteenth-century of Enlightenment, or Age of Reason, gave way to the Age of 

Progress in nineteenth-century America.” (Mark, 2008, Chapter 2, Section 6, para.,1) 

However, enslaved Africans were far removed from the philosophical and musical 

advancements throughout Europe and the United States during the eighteenth century. 

Rasmussen (2010) stated,  

In the eighteenth century, literacy played a peculiar role in the national and 
international debates about the legitimacy of slavery. Influential thinkers in 
Europe and America saw literacy as a sign of cultural and racial 
superiority—one used to justify the treatment of black slaves as chattel. 
Writing, in the arts and the sciences, signified the ability to reason and 
thus helped define, in the Enlightenment, what it meant to be human, 
marking some human beings as inherently superior (p.124).  
 

After signing the Emancipation Proclamation in 1863, Black Americans made great 

strides towards creating educational systems that valued and supported Black 

individuals' cultural, socioeconomic, and cultural epistemic backgrounds (Collier-Smith, 

1982; C. G. Woodson, 2017). Black American men and women seized the opportunity 

for education as well as socioeconomic advancement. Women such as Mary McLeod 

Bethune, founder of Bethune-Cookman College, Charlotte Hawkins Brown, founder of 

the Palmer Memorial Institute; and Lucy Laney, who founded the first school for Black 

children, looked to provide communal institutions for the advancement of Black 

livelihood (Collier-Thomas, 1982). Despite social barriers by 1920, over 100 Historically 

Black Colleges and Universities (HBCUs) were created throughout the United States 

(Collier-Smith, 1982). Scotia Academy (now Barber-Scotia College), Spelman College, 

and Bennett College are all institutions dedicated to Black women's education. Bettye 

Collier-Smith (1982) wrote, “At least three of these (HBCUs) were known as being 
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exclusively for black women: Scotia Academy, Spelman, and Bennett. These schools 

were often compared with Wellesley, Vassar, Smith, and other white women’s’ colleges” 

(p.177). But, within these Black institutions, the curriculum contrasted drastically 

compared to white women’s colleges. Rather than adhering to the Eurocentric or 

“classical” (p.177) education, Black women’ prioritized the Black community's practical 

needs rather than adhering to a “classical” education (p.177).  

Challenging classical or Eurocentric epistemology continues to be a point of 

contention within K-12 education as well as institutions of higher education. American 

writer, activist, and distinguished professor, bell hooks recalled her experience at her 

primary school Booker T. Washington and her early experiences of epistemic 

differences and epistemic resistance. She explained that,  

We learned early that our devotion to learning, to the life of the mind, was 
a counter-hegemonic act, a fundamental way to resist every strategy of 
white racist colonization. Though they did not define or articulate these 
practices in theoretical terms, my teachers were enacting a revolutionary 
pedagogy of resistance that was profoundly anticolonial (p.2).  
 

Thus, educational institutions that encourage anti-racist discourse or Black feminist 

pedagogies have the potential to be profoundly impactful towards Black women within 

the field of education. However, one’s proximity to Blackness—or Black cultural ideals 

or ideologies—does not guarantee that an individual adheres to concepts of Black 

communal uplift and encouragement through education. Carter G. Woodson proclaimed 

in The Mis-Education of the Negro Woodson (2017) said, 

In a few places, cases Negros have been chosen as members of public 
boards of education, and some have been appointed members of private 
boards, but these Negroes are always such a small minority that they do 
not figure in the final working out of the educational program. The 
education of the Negroes, then, the most important thing in the uplift of the 
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Negroes, is almost entirely in the hands of those who have enslaved them 
and now segregate them (p.14).  
 

Woodson’s examination of who is responsible for uplifting the Black community through 

education raises critical concern around the pedagogical approaches of White and non-

White teachers when teaching Black children. Uplifting Black culture and individuals 

while simultaneously challenging hegemonic norms within education are not often a 

consequence of unintentional acts amongst Black educators. Within Black educational 

circles, the intentional act of and care and uplift are specifically seen amongst Black 

women is commonly known as othermothering. (Case, 1997). Karen Case (1997) 

stated, 

Originally traced to slavery, othermothering acted as a survival 
mechanism serving as a response to the ‘ever-growing need to share the 
responsibility for child nurturance (as cited by James, 1993, p.45). Due to 
their legal exclusions from any formal system of schooling slave children 
depended upon this othermothering tradition as a primary vehicle for 
education and cultural transmission” (p.25).  
 

Black women’s praxis of othermothering is historically rooted in resistance of 

epistemically oppressive ideals and the survival of Black livelihood, care, and 

educational advancement.  

Being Black in Educational Spaces. 

So, I try every day and I grow a little bit 
Read a little more so I can educate my kids 

Reap for my soul and cleanse my spirit 
Pray 'cause I'm ready for the bloom of the sea  

– Cleo Sol, Why Don’t You 
(Cleo Sol, 2020) 

 
 Researchers have found that when students of color are centered within the 

curriculum and their cultural knowledge is validated within the educational process, they 

benefit in ways that promote academic success, sociopolitical critiques of their realities, 
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and cultural competency about their life and the lives of others (Clements, 2009; DeCuir 

& Dixson, 2004; Hill, 2009; Ladson-Billings, 2000a, 2016). Concerns related to culturally 

reflective praxis within traditional education systems have been a significant discourse 

for critical race scholars since the early 20th century. Woodson (1935/2017) criticized 

teacher education programs’ hegemonic and often prescriptive teaching praxes and 

indicated the possibility of psychologically harming Black children. Woodson (1935/2017 

stated, 

Taught from books of the same bias, trained by Caucasians of the same 
prejudices or by Negroes of enslaved minds, one generation of Negro 
teachers after another have served for no higher purpose than to do what 
they are told to do. In other words, a Negro teacher instructing Negro 
children is, in many respects white teacher thus engaged, for the program 
in each case is about the same. (p.35) 
 

Woodson raised a critical concern around the curriculum, methods, reflexivity, and 

praxis within an unchecked educational system. When examining race within the 

education system, Woodson explored the personal questions and responsibilities of 

existing, being, and thus teaching—or ontological concerns—Black teachers may face 

and perpetuate when abiding by oppressive teaching practices or operating in 

institutions that were founded and continuously uphold or encourage systematically 

oppressive concepts. For minoritized educators –specifically womxn of color—the 

discontinuation of epistemic oppression is a lifelong systemic and ontological battle 

(Gould, 2011; Hill Collins, 2019; Kidd et al., 2017; Medina, 2013).  

Duality of Music as Cultural Education. Black Americans across generations have 

recognized the duality of entertainment and education within Black American music 

genres. Black intellectuals, including Hip-Hop founder Afrika Bambatta, 

acknowledged the possibility of epistemic power and domination within formal 
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education. As a result, he used hip-hop music, shows, parties, and other informal 

settings to counter the epistemic domination Black youth were facing in the late 

1980s (Gosa, 2015). While hip-hop’s cultural elements consist of rapping (MCing), 

spinning (DJing), b-girling (breakdancing), and graffiti (writing), Bambaataa formally 

noted the fifth element of hip hop: knowledge. Travis Gosa’s “The Fifth Element: 

Knowledge” (2016) identified parallels between Funk music and the emergence of 

the intellectual conceptualization of Afrocentrism in the early formation of Hip-hop. 

Female Funk artists such as Chaka Khan, Betty Davis, and Mavis Staples, not only 

experimented and stood as contemporaries alongside male Funk artists such as 

Parliament, Funkadelic, Bootsy Collins, James Brown, and Miles Davis, but found 

ways to express their feminist and philosophies within their essentially unique 

soundscapes. These women laid the foundation for future female MCs, rappers, and 

musicians such as Queen Latifah to more current artists such as Noname, Sampa 

the Great, Tierra Whack, Rico Nasty, and Lil Simz. However, Ethnomusicologists 

have observed that the purposeful practice of entertaining and educating Black music 

genres precedes hip-hop and funk. 

 Musical knowledge explicitly performed by Black women can predominately be 

found in the blues and other genres such as soul, rhythm, and blues (R&B), and hip-

hop. Natasha W. Morris (2019), author of Sing a Rhythm, Dance a Blues: Education for 

the Liberation of Black and Brown Girls, expanded upon the hidden cultural knowledge 

seen within the once female-dominated musical genre of the Blues writing. She wrote, 

Millions of people consume the blues as entertainment without 
acknowledging the most important contributions to the freedom struggle: a 
platform for truth-telling, a form of resistance, and thus a pathway to 
healing and learning. Wise women have known this for centuries—it’s why 
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the hum of a grandmother or rocking embrace of an aunt feels so good. 
Embedded in these motions is the magic that should guide us in creating 
schools that are responsive to the conditions and experiences of Black 
girls and other girls of color. (p.7) 
 

Gaunt (2016) expands upon this relationship between Black womanhood, music, and 

movement through her understanding of kinetic orality. She defined kinetic orality as,  

the social training ground upon which girls create a background of 
relatedness to one another ; performances of race, ethnicity, and 
gendered are embodied through song, change and percussive movement. 
By kinetic orality, I am referring to the transmission and appropriation of 
musical ideals and social memories passed on jointly by word of mouth 
and embodied musical gestures and formulas (p.3-4). 
 

 Expressing a similar sentiment to Woodson’s 1935 text, Morris (2019) highlighted the 

importance of care and empathy specific to Black girls’ educational pursuits. Morris 

(2019) stated,  

Transforming the learning landscapes for girls of color necessitates that 
schools consistently reject actions, philosophies, pedagogies, and 
principles that we know to be harmful and disruptive to their development. 
If our goal is to ensure that educational institutions are not woven into the 
tapestry of harm for marginalized girls, we have to find a fabric that 
disrupts the existing pattern. (p.35) 
 

To aid in a more liberatory and epistemically just educational institution, it is imperative 

to acknowledge the multiple ways in which music holds epistemic and cultural value 

within the Black American community—specifically from the epistemic perspective of 

Black American women. 

Black Feminism in Music. Black feminist scholars have indicated that the legacy of 

Black intellectualism—specifically Black feminist ideals related to education—is seen 

within the alternative methods Black women have carved for themselves in music, 

literature, and oral history. Therefore, critical race scholars and Black feminist 

scholars have attempted to document the dissemination of sonically produced (Rose, 
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1994; Weheliye, 2014) and validated history as well as philosophy through methods 

of storytelling (Delgado Bernal & Villalpando, 2016; Hill Collins, 2000, 2019; Medina, 

2013). Noting the lack of dominant cultural and knowledge capital Harold Cruse 

(1967) noted,  

The Negro intellectual has never really been held accountable to the black 
world for his social role [because] the black world cannot and does not 
support the Negro creative intellectual. The black bourgeoisie does not 
publish books, does not own and operate theaters or music halls (p.454).  
 

As a result, epistemic knowledge held largely by Black intellectuals, scholars, activists, 

and other individuals is understandably found outside of the Eurocentric normative 

conduits such as textbooks, socio-economically exclusive performance practices and 

venues, and other systematic ways that have been seen as the traditional means of 

validating culture and therefore knowledge. Thus, when exploring the expansive and 

diverse perspectives towards music education amongst Black women, critical Black 

feminist scholars must take heed from the previous voices and perspectives from critical 

feminist music education philosophers and hear from the voices of the “omitted, 

devalued, discarded” (Gould, 2011, p.138). 

Distinguished Professor Patricia Hill Collins (2000) stated the voices of the 

“working-class women, women with jobs outside of academia […] mothers in extended 

families, […] othermothers in Black communities, [as] members of Black churches, [and 

as], teachers to the Black community’s children….Musicians, vocalists, poets, writers, 

and other artists” (p.16-17) constitute Black feminist intellectuals within the philosophical 

understanding of Black Feminist Thought. The voices of Black women in music 

education serve as cultural extensions of Black feminist thought and, therefore, can 

provide a dynamic shift towards incorporating Black feminist philosophies within music 
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education and broaden the existing literature related to Black women in music 

education.  

Critical Race Theory, Black Feminist Thought and Epistemic Resistance as a 
Methodological and Theoretical Framework 

Critical Race Theory (CRT), with its origins in the Critical Legal Studies 

movement of the 1970s (Crenshaw 2011; Tate, 1997), has become an essential 

methodological and theoretical framework for education researchers since its 

introduction in educational literature with the publication of the pioneering work of 

Ladson-Billings and Tate (1995). 

Critical Race Theory. As racial and social disorder arose during the 1960s and 1970s, 

Black legal scholars decided that there was a necessity for racial dialogue within 

legal and academic spaces. Critical Race Theory “evolved in response to perceived 

stalling of traditional civil rights litigation in the United States in areas such as 

legislative districting, affirmative action, criminal sentencing, and campus speech 

codes” (Taylor, 2016, p.2). Critical race scholar or “Crit” Edward Taylor recalled the 

story and inception of the now organized framework of CRT began. Taylor (2016) 

wrote, 

One founding father, Derick Bell, the first African American to be tenured 
at Harvard’s School of Law, did pioneering work in establishing a scholarly 
agenda that placed race, racism, and colonialism squarely at the center of 
the intellectual legal dialogue.  
 
In 1980 he resigned in protest over the failure of Harvard’s law school to 
hire women of color faculty and moved to Portland to assume the 
deanship at the University of Oregon. Kimberlé Crenshaw and Mari 
Matsuda requested a person of color teach Bell’s popular class, ‘Race, 
Racism, and American Law.’ The students’ request was denied. Crenshaw 
later recalled the pain and confusion of the Harvard administrators at the 
students’ insistence. It appeared difficult for them to understand the 
students’ insistence on a Black professor (which they did not have 
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available to teach the class) and assumed that the students would prefer 
an excellent White professor to a mediocre Black one. It was also unclear 
to them why a specific class on race would be necessary since racial 
topics were already well covered in Harvard’s constitutional law and 
employment of discrimination classes. The students boycotted the class. 
They organized their alternative course, based on Bells’ book Race, 
Racism and American Law, inviting leading civil rights academicians and 
practitioners, including Richard Delgado and Charles Lawrence, to teach a 
chapter each week (p.2). 
. 

As a result of activists, researchers, students, and educators recognizing and naming 

the discriminatory acts seen within higher education institutions, CRT was developed to 

be used as a framework to understand the repercussions of assumed privilege and 

domination within multiple American institutions. Critical Race Theory’s 

conceptualization was established as a reaction to epistemic injustice. 

Critical Race Theory can be conceptually understood within its five foundational 

tenets: (a) racism as normal, (b) race as a social construct, (c) interest convergence, (d) 

intersectionality and anti-essentialism, and (e) storytelling: Narrative and counter-

narrative (Delgado & Stefancic, 2017; Ladson-Billings, 2013; Solórzano & Yosso, 2002; 

Taylor, 2016).  

Racism is normal. Delgado and Stefancic (2017) elaborate that racism is difficult to 

address due to the lack of acknowledgement (p. 8) However, racism is indeed 

normal, ordinary, and even inherently reinforced concept within the United States. In 

Gloria Ladson-Billings’ “Critical Race Theory- What It Is Not!” (2013), explained that 

racism is not an unorthodox event, but the normal order of U.S. society. Hochschild 

(1984) argued that “liberal democracy and racism in the United States are historically, 

even inherently, reinforcing; American society as we know it exists only because of 

its foundation in racially based slavery, and it thrives only because racial 
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discrimination continues “(p.5). While racism may be an individualized viewpoint, 

individuals that continue to uphold values, perspectives, and epistemologies that are 

inherently discriminatory enable intuitions such as law, education, media, religion, 

and business to perpetuate institutionalized discrimination.  

Interest convergence. Critical race theorists argue that the fight for social justice—

including racial equality will only be met when interests of White hegemony can also 

be satisfied (Bell, 1980; Taylor, 2016).  

 Race is a social construct. Biologists, geneticists, anthropologists, and 

sociologists have proven that race is not a scientific reality (Ladson-Billings, 2016). 

While phenotypes differ from human to human there are no genetic differences between 

what we call races. As a result, historically race has been used as a mechanism to 

establish a hierarchy and further the idea of White supremacy (Ladson-Billings, 2016). 

Winant (2001) stated, 

Race has been a constitutive element, an organizational principle, a 
“praxis” and structure that has constructed and reconstructed world 
society since the emergency of modernity, the enormous historical shift 
represented by the rise of Europe, the founding of modern nation-states, 
and empires, the “Conquista,” the onset of African slavery, the subjugation 
of much of Asia. (p.19).  
 

Intersectionality and anti-essentialism. Delgado and Stefancic (2017) defined 

intersectionality as the self-identification of two or more identifiers where their 

experiences often overlap (Delgado and Stefancic, 2017). As explained by Ladson-

Billings (2013),  

Because our society is organized along binaries, intersectionality is a 
difficult concept to research. We see things as black or white, east, or 
west, rich, or poor, left or right. When we move into the complexities of 
real life we recognize that we each represent multiple identities—race, 
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class, gender, sexuality, ability, religion, and many more. We perform our 
identities in a myriad of ways and can never be certain to which of those 
identities others react. However, since race has been such a flashpoint in 
this society we almost always believe that our challenges stem solely from 
racial injustice.  
 

She continued by arguing that essentialism is the idea that one single act, stereotype, or 

narrative cannot reflect the entirety of a culture or ethnic group. Therefore, anti-

essentialism allows for individuals to remain just that—individuals—and not speak for an 

entire race, culture, or group of people.  

 Storytelling: Narrative and counter-narrative. Storytelling disrupts the Eurocentric 

epistemology and helps to dismantle the perpetuation of stereotypes or perceptions 

of other cultures without a voice of color present. Delgado Bernal and Villalpando 

(2016) cited several CRT scholars and concluded that by allowing people of color to 

voice and state their knowledge especially related to areas that are culturally 

reflective of themselves—it can challenge and dismantle mainstream traditions and 

thoughts (Solórzano, 1998; Ladson Billings, 2000). CRT calls for the recording and 

examination of various epistemologies from people of color within intuitions (such as 

education) as a way to examine the dominance and hegemony of epistemology. 

Ladson-Billings (2013) wrote,  

The African proverb says, ‘Until lions have their historians, tales of the 
hunt shall always glorify the hunter.’ It captures the ethnocentric and 
hegemonic way stories can and do operate. Stories reflect a perspective 
or point of view and underscore what the teller, audience, society, and/or 
those in power believe to be important, significant, and many times 
valorizing and ethnocentric. 
 
 However, the point of storytelling is not to rant or be an exhibitionist of one’s own 

racial struggle (Ladson-Billings, 2013). But, within CRT storytelling is used to 

acknowledge the racialized history and present social realities of people of color (Bernal 
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and Villalpando 2016). Therefore, storytelling enables people of color to provide a 

counter-story in relation to hegemonic and continuously perpetuated stereotypical 

perspectives.  

Constructs of Black Feminist Thought and Epistemology. Black feminist scholars, 

intellectuals, musicians, poets, writers, and artists aid in contextualization and 

understanding Black girlhood and Black womanhood. Black Feminist Thought as an 

additional theoretical framework can serve as an emancipatory and inclusive 

framework. This framework can be utilized specifically for Black women within music 

education. When asserting alternative epistemologies, it is imperative to highlight the 

process of knowledge production within specific cultures. As understood by leading 

BFT scholar Patricia Hill Collins (2000), the avenues in which Black Feminist 

Epistemology (BFE) is constructed and validated can be seen through the following 

tenets. Black feminist thought epistemology is created and validated through (a) lived 

experience as a criterion of meaning, (b) the use of dialogue in assessing knowledge 

claims, (c) the ethics of caring, and (d) the ethics of personal accountability.  

There is a special uniqueness of when Black women come together to share 

knowledge, wisdom, and their personal experiences. Hill-Collins (2000) explained,  

The historical conditions of Black women’s work, both in Black civil society 
and in paid employment, fostered a series of experiences that when 
shared and passed on become the collective wisdom of Black women’s 
standpoint. Moreover, a set of principles for assessing knowledge claims 
may be available to those having these shared experiences. These 
principles pass into more general Black women’s wisdom and further, into 
what I call here a Black feminist epistemology. (p.256) 
 

Lived experience as a criterion of meaning 
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While Black intellectuals and scholars have found ways to implement their ideas 

within the traditional Eurocentric knowledge production system Black Americans 

continue to value and construct knowledge through the lived experience. Geneva 

Smitherman, a retired English professor and former director of the African American 

Language and Literacy Program at Michigan State University, explained, “From a black 

perspective, written documents are limited in what they can teach about life and survival 

in the world. Blacks are quick to ridicule educated fools…they have book learning but no 

mother wit, knowledge but no wisdom” (Smitherman, 1977, p.76). Hanna Nelson 

explained the importance of criticality, respect, and grace when constructing knowledge 

based on the lived experience. She stated,  

Our speech is most directly personal, and every black person assumes 
that every other black person has the right to a personal opinion. In 
speaking of grave matters, your personal experience is considered very 
good evidence. With us, distant statistics are certainly not as important as 
the actual experience of a sober person (Gwaltney, 1980, p.7). 
 
Because of Black women’s historical exclusion from Eurocentric traditional 

knowledge production systems, Black women have found alternative institutional 

support for validating their lived experience and resulting knowledge. Black women 

have historically used churches, community organizations, and communal spaces to 

create and share self-validated expertise with others. Gaunt (2016) has explored how 

Black women, and specifically Black girls embody cultural musical knowledge within 

these cultural spaces. She stated,  

My stance is that musical blackness is a culturally transmitted set of 
practices, communications, and traditions, where embodied language and 
orality (kinetic orality) play a significant role in the social construction and 
knowledge of being African American in a sphere of culture and 
identifications that is dominated by music. ‘Though [racial/ethnic 
subjectivity] is often felt to be natural and spontaneous it remains the 
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outcome of practical activity; language, gesture, bodily significations, 
desires’ (as cited in Gilroy, 1993, p.102). In other words, racial subjectivity 
is ‘the product of the social practices that supposedly derive from it (ibid.).’ 
(Gaunt, 2016, p.38). 
 

The use of dialogue when assessing knowledge claims 

Patricia Hill Collins (2000) explained that “For Black women, new knowledge 

claims are rarely worked out in isolation from other individuals and are usually 

developed through a dialogue with members of the community” (p.260). Connectedness 

through dialogue—such as through call and response—is a Black musical 

methodological approach and an act of humanization and validation of the participants 

and their voices (Gaunt, 2006; Hill Collins, 2000). For instance, the understanding of call 

and response through dialogue is widely understood amongst the Black diasporas. 

Gaunt (2006) wrote,  

African American girls embody the ideals of black music-making in the 
games they play syncopation and rhythmic complexity spark handclapping 
and foot-stomping; call-and-response distinguished the linguistic and 
musical interactions between their voices and bodies in group play; and a 
heavily percussive approach to singing or chanting is prevalent (p.1) 
 

The ethics of caring 

 Hill Collins (2000) explained that care, self-expression, and empathy are central 

to the knowledge validation process of Black women. Within her opening epitaph in 

Black Feminist Thought: Knowledge, Consciousness, and the Politics of Power, she 

illustrated how the spirit of care, wisdom, self-awareness, and knowledge are 

intertwined within the ethics of care and knowledge validation. Hill Collins (2020) 

explained that the ethics of care could be understood based on three interrelated 

components, the emphasis placed on individual uniqueness, the appropriateness of 

emotions in dialogues, and developing capacity for empathy. 
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Hill-Collins explains that Black women writers often provide reflective statements 

towards their understanding and experiences with care and empathy. However, the 

value placed on individual expressiveness, the appropriateness of emotions, and the 

capacity for empathy, reappear in varying combinations throughout the Black American 

society. 

Black musical expressions can also be a site for understanding Black cultural 

expression and epistemology of Black music. Hill Collins (2000) explained, “The 

polyrhythms in African-American music, in which no one main beat subordinates the 

other, is paralleled by the theme of individual expression” (p.263). There is no 

monothematic way to be Black or a Black woman. The respect for self-expression, 

emotions, individualism, and empathy are all necessarily interrelated aspects of 

exhibiting care within Black feminist knowledge.  

The ethics of personal accountability 

Black feminist epistemology grounds itself not only in the validation of thoughts 

and ideas but also through practice and accountability. Black feminist scholars may use 

holistic perspectives of the lived experience to evaluate an individual’s character, ethics, 

and therefore the weight of their contributions to knowledge. For example, Hill Collins 

(2000) described the following anecdote to validate the experience of Black women 

adhering to personal accountability as a means of validating knowledge, writing. 

During one class discussion, I asked the students to evaluate a prominent 
Black male scholar’s analysis of Black feminism. Instead of removing the 
scholar from his context in order to dissect the rationality of his thesis, my 
students demanded facts about the author’s personal biography. They 
were especially interested in specific details of his life, such as his 
relationship with Black women, his marital status, and his social class 
background. By requesting data on the dimensions of his personal life 
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routinely excluded in the positivist approaches to knowledge validation, 
they invoked lived experiences as a criterion of meaning (p.265). 

 
Epistemic Difference and Resistance. When employing an interdisciplinary 

approach towards understanding the knowledge production processes specific to Black 

women, scholars may utilize nontraditional or alternative resources such as poetry, 

narratives, music, essays, film, or other alternative resources or evidence to understand 

Black women’s perspectives specific towards music education (Chavous & Cogburn, 

2007; Creswell & Poth, 2018; Gaunt, 2006; Hill Collins, 2000; hooks, 1994). Black 

Americans, along with other minoritized individuals, have recognized that the 

epistemology of formal education has systematically centered the work and ideas of 

philosophers and educators from White cis-gendered heterosexual cultural and 

personal backgrounds (Hill Collins, 2019; hooks, 1994; Medina, 2013). Racial theorists 

such as Delgado Bernal and Villalpando (2016) have explained that institutions such as 

higher education were founded and continue to be constructed upon epistemic ideals 

that support Eurocentric or American democratic ideals (Delgado Bernal & Villalpando, 

2016).  

Hill Collins (2019) defined epistemology as “the study of the standards used to 

assess knowledge or why we believe what we believe to be true” (p.122). She (2019) 

explained that knowledge (or what we know and believe to be confirmed) could vary 

depending upon the communities we occupy. Hill Collins elaborated, “epistemology 

takes form within specific communities of inquiry, all of which have distinctive 

understandings of what counts as legitimate knowledge for them” (p.127). The 

prolonged exclusion of diverse philosophical perspectives within the institutions of 

American education has resulted in systemic epistemic injustices for those that find 
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themselves outside of the white patriarchal norm (Delgado Bernal & Villalpando, 2016; 

Hill Collins, 2019; Medina, 2013). Hill-Collins (2019) wrote,  

Moreover, epistemic power shapes the organization of communities of 
inquiry that rely on these standards. Academic departments, fields of 
study, areas of specialization, curricular offerings, and classroom practices 
all constitute particular interpretive communities. Belonging to 
communities of inquiry and enjoying the privileges of membership often 
rests on a willingness to adhere to its assumption and play by its rules” 
(p.127).  
 

Thus, the preferential treatment of knowledge and values that align with a specific 

cultural group’s ideology results in epistemic vices amongst the privileged and epistemic 

virtues amongst the oppressed.2 Elaborating on the understanding of epistemic 

oppression and injustice, Hill-Collins (2019) wrote,  

Terms such as epistemic oppression and epistemic injustice provide a 
more nuanced understanding of how epistemology constitutes a 
structuring dimension of social injustice beyond the actual ideas of racism, 
heteropatriarchy, and colonialism, as ideological systems. Providing a 
language for how epistemic power influences various aspects of scholarly 
practices makes it possible to move beyond ‘bad apples’ arguments about 
biased individuals. Instead, epistemic oppression and epistemic injustice 
name the structural dimensions of epistemic power as organized through 
the aforementioned interpretative communities that are essential to 
knowledge production (p.129). 
 

By understanding that epistemic injustice lies within the structural dimensions of the 

educational institution, we can examine how this epistemic oppression has become a 

systematic problem—or as Medina (2019) explained, “Epistemic oppression is not an 

equal opportunity institution: it affects all of us, but not equally” (p. 28). As a result of 

epistemic oppression, particular demographic groups (such as racialized minority 

 
2 Epistemic virtues and epistemic vices derive from feminist and racial theory (Medina 2019, p.42) Medina 
defines an epistemic vice as “a set of corrupted attitudes and dispositions that get in the way of 
knowledge “ (p. 30). He defined an epistemic virtue as “a character trait that constitutes an epistemic 
advantage for the individual who possess it and for those who interact with him or her: roughly a set of 
attitudes and dispositions that facilitate the acquisition and dissemination of knowledge “ (p.30). 
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groups and womxn) have been systematically disadvantaged, presented unfairly, 

mischaracterized, or even seen as inferior or less authoritative or credible within 

academic spaces (Delgado Bernal & Villalpando, 2016; Hill Collins, 2019; Medina, 

2013; C. Woodson, 1990). Asserting the importance of amplifying the voices of womxn 

of color within epistemology, Jose Medina (2019) provided contextual information 

towards understanding the epistemic values of women of color in the knowledge 

production system. 

Despite their being mistreated and disadvantaged epistemically, 
oppressed subjects tend to develop particular epistemic virtues and 
particular forms of lucidity, which enable them to be more properly 
responsive to epistemic injustices. I will contend that under conditions of 
oppression, the most responsible epistemic subjects tend to be precisely 
those who are most disadvantaged by the oppression in question. (p.187) 
 

The insertion of alternative epistemologies (Mills, 1988), or ideals and understanding of 

truth that represent non-hegemonic perspectives, within the academy—specifically 

music education—can aid in the disruption of institution-wide White ideological 

supremacy. 
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CHAPTER 3 
METHODOLOGY 

Chapter three describes the methodology for this project and will explicitly state 

the (a) purpose statement, (b) research questions, (c) statement of reflexivity, (d) 

ethnographic research design and background, (e) data collection and analysis efforts 

for this study and lastly, (f) ethical considerations and how they will be addressed 

according to the qualitative components of establishing trustworthiness within the study. 

Purpose Statement 

The purpose of this narrative ethnographic study is to share Black female music 

educators’ experience-based philosophical perspectives and underscore how 

expressed moments of epistemic friction within their scholastic music education have 

impacted their current music education perspective and praxes. By listening to, 

analyzing, and sharing the stories of Black women within music education, I will draw 

parallels between their viewpoints related to music, education, and music education and 

the findings and conclusions from other feminist scholars, critical race theorists, and 

feminist philosophers. In describing the complex interaction between domination and 

resistance, Minoo Alina (2015) stated that,  

Black feminist thought exposes the way that domination is organized and 
operates in various domains of power. It also shows the path of struggle 
and empowerment, while at the same time highlighting the challenges and 
difficulties in combating intersecting oppression, since the 
multipositionality of social agents, on the one hand, and the simultaneity of 
multiple and intersecting sites of oppression, on the other, make the 
relationship between domination and resistance highly complex. (p.2334-
2335) 
 
As a result of the highly interdisciplinary nature of researching Black feminist 

thought within areas of society, there is no current methodological framework for 

measuring Black feminist epistemic resistance through standardized qualitative 
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methods (Hill Collins, 2000, 2019). Through the Critical Race Theory (CRT) 

methodological approaches of collecting narratives and counter-narratives and adhering 

to the knowledge production tenets of Black Feminist Epistemology, I aimed to explore 

how the cultural and scholastic music education experience of four Black female music 

educators impacted their music education praxis. By purposefully centering the 

experiences of Black women in music education, Black women’s testimonies and 

experiences may provide the field of music education with additional insight into how 

understanding alternative culturally informed epistemologies in music education can aid 

in anti-racist music education practices—geared explicitly towards Black women.  

Creswell and Poth (2018) stated that the philosophical intention of the study of 

epistemology through the lens of Critical Race Theory is to showcase the co-created 

and multiple ways of knowing amongst various cultures, ethnicities, and demographic 

groups. To support the purpose of examining feminist epistemology through 

ethnography, I collected resources—such as music education autobiographical 

sketches and participant-provided artifacts—that have previously or continue to support 

each participants’ music education experiences. As a fellow culture bearer with 

prolonged experience with Black women in music education, I used purposeful criterion 

sampling to select possible participants for this study. Considering my positionality as a 

former K-12 general and choral music teacher, limitations included a limited view and 

credibility of information, as many of these participants may also come from a general or 

choral scholastic background as opposed to orchestral or band. Within this intentionally 

focused area of general and choral music, I conversed with participants in order to 

analyze their stories in an effort to provide Black women a seat at the music education 
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philosophy table—or the courage to build their own. The following research questions 

were constructed to guide this particular study with Black women in music education. 

However, research questions were phrased for transferability and intersectional anti-

racist lens of examining epistemic friction, resistance, and the lived experience of other 

minoritized individuals within music education. 

Research Questions 

• How have participants’ cultural music experiences impacted their scholastic 
music education praxis? 
 

• In what ways do social and cultural constructs impact participants’ 
epistemological understanding of music teaching and learning? 

 
• How have differing epistemic perspectives in music education impacted 

participants’ praxis?  

Statement of Reflexivity 

As a Black female music educator, I find myself researching amongst my cultural 

groups on various levels regarding race, nationality, gender identity, and other 

undiscovered intersections of positionality. My early childhood music experiences of 

ear-training with southern gospel style harmonies, looking forward to the Black history 

musical programs including those at Davidson Fine Arts Magnet Middle and High 

School, being mentored by former Black female music educators within my community, 

and being amongst other Black women who simply loved performing music, have all 

deeply impacted my perspective towards the hegemonic scholastic understanding of 

music education. With that knowledge, I understand that my perspective is unique to my 

individual experience. However, through the sentiments of Black Feminist Epistemology 

(Hill Collins, 2000), the practice of CRT as a qualitative framework to assess systemic 

injustice in education, the concepts of epistemic injustice amongst minoritized cultural 
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groups, I aim to compose holistic music education profiles that honor each participant’s 

cultural identity—specifically within the intersection of race, gender expression, and 

oppression. By being a culture bearer and having personal awareness and sensitivity to 

the topic of race and gender, I hope to use my own sensitivity and wisdom to ensure 

complete anonymity while also adhering to methodological outlines of accurately and 

authentically representing participants’ stories through Critical Race Theory and feminist 

research. 

Ethnographic Research Design 

Ethnographic Research 

For this study, I employed a feminist ethnographic study (Davis & Craven, 2016) 

to tell the oral histories and experiences of four Black American women within music 

education. Davis and Craven (2016) described a feminist ethnographic approach as one 

that,  

…attends to the dynamics of power in social interaction that starts from a gender 
analysis. By gender analysis, we mean that a feminist ethnographic project 
considers all people in a field site/community/organization and pays particular 
attention to gender by homing in on people’s statues, the different ways in which 
(multiple) forms of privilege allow them to wield the power of benefit from it… 
(p.8-9).  
 

By focusing on the cultural similarities of race, gender, and occupation among 

participants, I aligned this study with Davis and Craven’s (2016) understanding of 

ethnography, a research method to examine epistemology by raising awareness of 

Black women’s contributions and perspectives towards music education. 

  Through the usage of opened ended semi-structured interview questions, I 

encouraged participants to recount experiences and tell stories that have impacted their 

cultural or scholastic perspective related to race, gender, and music education within 
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the scope of the predetermined semi-structured and emergent interview questions. This 

study utilized the three-interview series structure outlined in Seidman’s (2019) 

Interviewing as Qualitative Research: A Guide for Researchers in Education and the 

Social Sciences. After creating composite profiles of each participant’s autobiographical 

sketch, interviews, and artifacts, I analyzed participant profiles through the open coding 

process of the data analysis spiral. This open coding process was utilized as a way of 

constructing emergent and a priori research-based codes and themes to serve as 

thematic topics for the narrative ethnographic construction. As a result of the provided 

quotes, counter-narratives, and recollections of the lived experiences by Black women 

in music education, their stories of personal philosophical and praxial choices lend 

possible solutions towards anti-racist and feminist practices within K-12 music 

education.  

Sampling of Participants 

Black women are not monolithic. In 2017 Essence magazine honored Janelle 

Monáe with the Breakthrough Award for her roles in Hidden Figures and Moonlight. 

During her acceptance speech, Janelle Monáe donned her iconic color palette of Black 

and White (Hines, 2020; Wilson, 2013) and said the following: 

We’ve given birth; we’ve birthed this nation. We helped contribute to some of the 
greatest American—extraordinary—things that have happened here in this 
nation. We have been the backbones in the community from ghettos to Silicon 
Valley. We’re not monolithic, we’re multidimensional, and we have a right to have 
our stories told. (Essence Magazine, 2017)  
 
I utilized purposeful criterion sampling to select four participants who self-

identified as a Black or African American cis-gendered female music educator and met 

the following qualifications: 
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Sampling criterion. Participants were required to meet the following criterion for 

participation:  

• Self-identifies as a Black or African American cis-gendered woman 

• Have a bachelor’s degree in music education and have obtained a state-
administered music teaching license. 

• Currently employed as a general or choral music educator within a public, 
private, charter, or alternative K-12 educational setting.  

• Have a minimum of five years of musical teaching experiences within cultural 
music education spaces or scholastic K-12 music education settings.  

Benefits of purposeful criterion sampling include allowing myself as the 

researcher to ensure that they are indeed meeting some criterion for quality assurance 

(Creswell & Poth, 2018). Byskov's (2020) article titled, “What Makes Epistemic Injustice 

an ‘Injustice’” defined epistemic injustice as “the idea that we can be unfairly 

discriminated against in our capacity as a knower based on prejudices about the 

speaker, such as gender, social background, ethnicity, race, sexuality, tone of voice, 

accent, and so on” (p.1). By recruiting participants with experience-based knowledge of 

cultural oppression within music education, I was able to study with individuals who 

have also witnessed intersectional oppression within systemic scholastic education. 

While there is no established framework for understanding Black women’s lived 

experience through scientific-based methods (Hill Collins & Bilge, 2016), there are 

interpretive guidelines to assist in the structural understanding of feminist research and 

Critical Race Theory research as “theory in the flesh” within music education (Hurtado, 

2003, p.1). While additional research is needed for fellow Black people who identify 

amongst various self-identifications (e.g., Black LGBTQIA+ individuals, economically 

poor Black people, Black people with disabilities), my work must succinctly start 
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somewhere. Because I am a Black woman, I am inherently studying within my 

demographic community and professional community. Learning within my own culture 

and applying the four criterion points allowed me to develop a purposefully sampled 

pool of participants.  

Organizations from which participants derived from include connections and 

friendships made through Sigma Alpha Iota International Fraternity for Women, the 

National Association for Music Education, various networking events, and enrollment in 

community or scholastic music ensembles. After obtaining IRB approval, I contacted a 

total of 12 potential participants. Each participant was provided an IRB consent form 

within the initial email. By the conclusion of the study four participants had completed all 

elements of the study. All required documents and study expectations relayed to each 

participant can be found in Appendixes A and B. 

The choice of four individuals was made to provide robust viewpoints and provide 

me with a manageable group for the time frame of this study. Additionally, the National 

Association for Music Education defined a novice teacher as having 1-2 years of 

teaching experience within the field (Lynch, 2017). This research focused on teachers 

beyond the novice years and as a result, have prolonged expertise in scholastic music 

education. By requiring participants to have a minimum of five years of teaching 

experience, participants were able to provide a unique lived experienced and wisdom 

expressed through their reflective narratives and dialogue.  

Bounding the Study 

Setting. All interviews were held through the University of Florida’s Zoom 

platform. This study adhered to the necessary protocols established by the Institutional 
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Review Board of the University of Florida in the wake of the COVID-19 pandemic. There 

was no face-to-face interaction between the participants and the researcher. Due to 

necessary circumstances the lack of in person interaction caused me, as the 

researcher, to rethink “fieldwork” from an ethnographic perspective.  

Rather than bounding my site to a specific place, I culturally bounded, my study 

in similar sociocultural constructs, positionalities, or the epistemic site of being Black or 

African American, (unique to this study) cis-gendered or self-identify as a woman and 

having a minimum of five years of professional music teaching experience. Through the 

purposeful selection of similar demographic backgrounds, I sought to bound this study 

in the most culturally understandable and relatable philosophical and research 

orientated positionality as possible. Due to shared backgrounds, as a researcher I had 

the advantage of empathizing and understanding expressed philosophical and praxial 

ideals as they related to or were adjacent to Black cultural ideologies or Black feminist 

cultural ideologies. Having this personal insight into the field allowed me to ask deeper 

clarifying questions as it related to the philosophical or praxial impact being a Black 

woman has within their line of work.  

Each interview was recorded via Zoom within the privacy of the researcher and 

each participant’s personal residence. As the researcher, I conducted each interview 

within a private room within my home with headphones. Participants were either alone 

or accompanied by their children. During interviews in which participants were 

accompanied with children they were completely out of screen or (camera turned off, 

out of frame, or green screen) . Due to my relationship with each participant the slight 

interruption of children laughing, participants having to address their children, or 
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needing to feed their children during interviews never disturbed the quality of the 

interview.  

Individual participant interviews were scheduled with a minimum of one week 

between each interview. This was done in order to allow participants ample to review 

the interview questions in order to prepare answers or share unique experiences as it 

related to each question. The first participant interview was conducted May 2021 and 

the final participant interview was completed July 2021. Each participant was provided a 

timespan of two weeks or a window to schedule their first, second, or third interview. 

However, each participant was discouraged from scheduling their consecutive interview 

less than a week apart. This communication open scheduling process was done to best 

accommodate participant’s individual schedules. An email detailing this approach to 

scheduling was sent to each participant during our initial correspondence after receiving 

their document of Informed Consent.  

Within this study I explored how participants’ experiences within music 

education—starting from as early as the music they grew up with in their individual 

homes to the current music education teaching positions—and how being a Black 

woman has not only impacted their music education philosophical and praxial beliefs 

but, understandings related to their positionality and since of being as a Black woman in 

society and music education.  

Ethnographic Study Design and Procedures. The following section outlines the study 

design and data collection procedures.  
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Participants were asked to submit a music education autobiographical sketch, 

complete three 45–60-minute interviews, provide artifacts that may support their 

personal experiences and one recorded teaching demonstration.  

After submitting their autobiographical sketch, participants were asked to partake 

in three 45 to 60-minute semi-structured interviews (Davis & Craven, 2016). Semi-

structured interviews were chosen to address specific questions related to each 

research question related to the topics of race, gender, music, and education but allow 

emergent sub-questions to be addressed during the interview process. Interview 

questions can be found in Appendix B.  

The interview process was constructed according to Seidman's (2019) three 

interview structure: “Interview One: Focused Life History” (p.21), “Interview Two: The 

Details of the Lived Experience” (p.22), and “Interview Three: Reflection on the 

Meaning” (p.23). Each interview with participants was scheduled with a minimum of one 

week between each interview session. This approach was taken as Seidman (2019) 

encouraged reflective time between interviews to assist in reflexivity while maintaining 

structure due to themed and organized interview topics. All interview questions can be 

found in Appendix B.  

During the first interview, participants were asked to have answers prepared for 

given interview questions and were made aware that they would be asked additional 

follow-up questions related to their autobiographical sketch. This initial interview 

focused on the music educational history of each participant. Interview questions along 

with participants’ autobiographical sketch aided in the holistic understanding each 

participant’s unique cultural and musical background.  
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The second interview consisted of questions related to participants’ music 

education experience, personal and cultural relationship with music, how that has 

impacted their teaching praxis, and other details of their lived experience. 

During the final interview, participants were asked to answer follow-up questions 

related to the presented artifacts, teaching demonstration, and previous interview 

conversations in order to provide more in-depth understanding and insight towards 

submitted data. 

All interviews were recorded through the video conferencing platform Zoom, and 

all audio files were extracted directly from the Zoom download video feature. Audio files 

were uploaded and transcribed by the free transcription service Otter.ai. Transcriptions 

were cleaned manually through Otter.ai. Transcriptions were then downloaded and 

uploaded for analysis through the qualitative research software Dedoose.  

All electronically submitted artifacts were printed by the researcher, coded 

manually, and then reuploaded within Dedoose. Artifact submissions were also included 

within the open coded data analysis spiral process. Appropriate a priori codes and 

emergent codes were applied. A priori codes and themes were constructed from the 

literature and applied holistically in order to supplement the overall results of each 

mosaic. 

Responses from all interviews were matched to each participant and analyzed 

within their composite ethnographic case. By using a priori codes of the tenets of BFE 

and the tenets of CRT as conceptual models to explore reflections related to systematic 

racism in education, along with the definitions and concepts related to epistemic 

injustice, each participant’s profile was analyzed and utilized to compose a composite 
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ethnographic profile that expressed similar race and gendered experiences amongst 

participants.  

Coding 

To support this study, I utilized a list of a priori codes to serve as an initial 

research coding foundation. Throughout the data analysis process, I utilized the open 

coding process and data analysis spiral to incorporate emergent codes. The following a 

priori codes are reflective of the literature found concerning Black feminist thought, 

Critical Race Theory within education, and supportive ethnomusicology understandings 

related to Black feminist music. These following codes were chosen to provide a 

focused lens within the data analysis process. A conclusive table is provided at the end 

of chapter three (Table 3.1). 

A priori codes.  
 
Black Feminist Thought Interpretive Lens centrality of: 
  
• Lived Experience a Criterion of Meaning 
• The Usage of Dialogue in Assessing Knowledge Claims  
• The Ethics of Caring 
• The Ethics of Personal Accountability 
 
Critical Race Theory Lens 
 
• Racism as Normal 
• Interest Convergence 
• Narratives 
• Race as a Social Construct 

Intersectionality and Anti-essentialism 
 
Ethnomusicology/ Education 
  
• Kinetic Orality 
• Music as Knowledge 
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Emergent codes. The data analysis spiral provided by Creswell and Poth (2018) 

served as a structural tool to incorporate emergent codes within each profile. Creswell 

and Poth (2018) described the data analysis spiral as the collection process of 

organizing and managing initial data, reading and memoing emergent ideas, describing 

and classifying codes into themes, developing, and accessing interpretations, 

representing, and visualizing the data, and accounting for the reflective findings. 

Emergent principles were consolidated into themes. These themes were then applied to 

each composite profile and then cross analyzed. Each autobiographical sketch, 

interview, and artifact was coded individually and then grouped by themes. Developed 

themes within each case were used to assist the cross-case analysis of each profile. 

Data collection and materials 

Musical autobiographical sketch. After obtaining the required documentation 

indicated by the University of Florida IRB, I asked participants to provide a musical 

autobiography (Seidman, 2019). This autobiography served as a foundational source of 

data. The autobiography provided me with a beginning conceptualization of how the 

participants identified within society, music education, and gave me an initial look into 

their understanding of how music education has been conceptualized from their vantage 

point. Within this autobiographical sketch, participants were encouraged to share 

educational moments that related to culture and music. Participants were also 

encouraged to mention any influential media that has personally impacted their teaching 

philosophy. Participants were asked to expand on how these cultural, musical, and 

noteworthy moments have directly impacted their positionality within scholastic music 

education. By corroborating with participants about emergent ideas expressed in their 

musical autobiography, I used their sketches and continued conversations as the basic 
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foundation for creating a thick and rich description of each participant. Participants’ 

autobiographical sketches and responses to interview questions continuously enabled 

me to fine-tune my analysis and approach toward reflecting their realities, voices, and 

philosophies throughout this study. Participant directions were as follows and can be 

found in Appendix B. “Please provide a music education autobiographical sketch that 

details your scholastic music education experience as well as your cultural music 

education experiences. This sketch can include music education experiences such as 

ensembles, memorable solo performances, impactful scholastic or cultural music 

education experiences, and any current music education experiences.” (Appendix B) 

(p.161). 

Artifacts. Additional artifacts such as lesson plans, past musical programs, video 

recordings of past musical experiences, or influential media that have been impactful for 

the participants were encouraged to be shared and were analyzed, coded, member 

checked, and used as supporting documentation for this study.  

Fieldwork Participant-Observer Positionality. Fieldwork experiences 

consisted of reflecting upon the nature of conversation amongst other Black women in 

music education, code application and emergent coding at the time of initial observation 

of teaching demonstrations and submitted lesson plans, and the utilization of a spiral 

coding application process towards additional artifacts such as photographs, audio 

recordings of participant conducted choral concerts, or past performance programs.  

It is expected for ethnographers to secure opportunities for prolonged research 

within the field. However, due to the COVID-19 pandemic, physical inclusion into 

cultural spaces was not available. Through my approach of purposeful criterion 
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sampling, I was able to exhaust all of my personal and professional relationships of 

Black female music educators who I was personally aware of meeting the requirement 

of teaching within the range of 5-7 years and are currently teaching within K-12 music 

education settings. As a result of my personal relatability towards the lived experience 

of Black womanhood, I inherently applied a Black feminist inspired participant-observer 

positionality throughout the interview and narrative construction process. 

I strongly believe in the uplift and encouragement of Black women due to my 

personal afflictions with institutional underrepresentation and epistemic friction. 

However, I also believe in allowing Black women to tell their truths uninterrupted—as 

this is where the power of Black feminist narrative research lives. Theodorea Regina 

Berry and Elizabeth Bowers Cook, explained in “Critical Race Perspectives on Narrative 

Research in Education: Centering Intersectionality” (2018), that narrative construction 

and writing which centers intersectionality provides a potentially transformative 

methodological approach towards critical race methodologies. Critical race and Black 

feminist legal scholar Kimberlé Crenshaw (1989) explained that,  

With Black women as the starting point, it becomes more apparent how 
dominant conceptions of discrimination condition us to think about 
subordination as disadvantage occurring along a single categorical axis. I 
want to suggest further that this single-axis framework erases Black 
women in the conceptualization, identification and remediation of race and 
sex discrimination by limiting inquiry to the experiences of otherwise-
privileged members of the group. In other words, in race discrimination 
cases, discrimination tends to be viewed in terms of sex- or class-
privileged Blacks; in sex discrimination cases, the focus is on race- and 
class-privileged women.  
 
This focus on the most privileged group members marginalizes those who 
are multiply burdened and obscures claims that cannot be understood as 
resulting from discrete sources of discrimination. (p.140) 
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 Thus, on the axis of race and gender only, Black women’s reflective narratives 

related to their experiences within music education aids not only in the necessary 

feminist epistemological critique underscored by Gould (1992, 2011) and Lamb (1994), 

but further assists in the decolonization efforts ascribed by Hess (2015, 2019), 

Batislaong and Waller-Pace (2021). Through my personal relationships and awareness 

of each participant’s previous work within music education I was able to obtain a depth 

of information and shared stories that I feel would not have been reached by a cultural 

outsider—that including a non-Black female music educator. While this approach of 

having cultural insight and knowledge is a concept that is encouraged within the field of 

music education and ethnography it does not capture the feminist responsibility of 

communal care, sensitivity, and uplift expressed in Black feminist research 

methodological practices When examining the historical exclusion of Black women’s 

institutionalized oppression simply on the axis of race and gender Crenshaw (1989) 

concluded that, 

Black women encounter combined race and sex discrimination implies that the 
boundaries of sex and race discrimination doctrine are defined respectively by 
white women's and Black men's experiences. Under this view, Black women are 
protected only to the extent that their experiences coincide with those of either of 
the two groups.  
 
From personal experience I am aware of the often-emotional benefits of 

exploring and reflecting on past experiences along the lines of race and gender 

amongst other Black women in emotionally safe and welcoming environments. 

However, the process of exposing or recounting moments of racialized or gendered 

uncomfortable moments—or to the extreme racialized or gendered trauma is not a 

welcomed or desired experience. Thus, through the personal sense of ethics and 
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community care, all participants were provided with interview questions prior to each 

scheduled interview, at the end of each interview participants were provided the 

opportunity to clarify, redact, or provide further clarification to reduce the risk of being 

misinterpreted or misunderstood by the researcher.   

My personal and professional relationship with each participant served a 

research benefit of being able to authentically share in culturally epistemic moments of 

shared understanding as well as relatability towards institutionalized and systemic 

oppression. These moments of shared understanding are critical tenets within the 

construction of Black feminist epistemology.  

Ethnomusicologists contend that field of ethnographic research is performed 

rather than simply observed (Barz, 2008). By evoking a participant-observer 

ethnographic research positionality for this study, I was able to not only explore, listen 

and empathize with but, also engage with and encourage deeper reflection and probing 

amongst participants from a culturally aware and sensitive positionality. Barz (2008) 

explained that “If ethnomusicologists act out their role as cultural participants, 

‘performing’ their participation, then fieldnotes—the products of observation and 

reflection, participation and interpretation, voices and sounds in the field—are also an 

integral aspect of social performance” (p.3). Therefore, moments of encouragement and 

culturally coded moments of epistemic and ontological understanding were transcribed 

and implemented throughout each mosaic in attempts to supplement my Black feminist 

participant-observer positionality.  

Maintaining a participant-observer approach speaks to the objective and 

subjective positionality I attempted to maintain throughout the study. However, the 
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harsh and practical tone of the term participant-observer does not speak to the quality 

and sense of personal accountability of care, transparency, as well as sensitivity Black 

feminist researchers have alluded to towards working with vulnerable populations—

such as Black women (Gaunt, 2006; Hill Collins, 2000, 2019; Morris, 2019). Being a 

Black woman and caring for Black women is not a performance, it is a restorative 

process and an opportunity to express our ideology without the possibility of fear, 

retribution, or judgement.  

Through the careful construction of Black women’s experiences, I critically 

examined and coded all data within each profile, holistically analyzed, themed, and 

crafted thematic mosaics—or creative write ups. Each mosaic consists of individual 

statements and answers to interview questions, shared dialogue, and wisdom through 

emergent conversations as a result of follow up questions of constructed interview 

questions, and additional supportive artifacts or evidence provided to the researcher by 

the participants.  

Ethical Concerns and Considerations 

After obtaining IRB consent from each participant, all data, such as recorded 

interview sessions, transcriptions, and electronically submitted artifacts were stored on 

a personal encrypted external hard drive. Fieldnotes and memoing were taken during 

interview sessions and later transcribed, uploaded, and matched with each individual’s 

Otter.ai transcription.  

Anonymity was maintained through the entirety of the study by initially assigning 

each participant pseudonym. As data emerged, identifiers such as but not limited to 

university and current teaching position names, connections with past teachers, 
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mentors, or well-known music educators or professors within the field were all coded 

and given pseudonyms.  

Due to the purposeful selection of cultural and linguistic similarities (Black 

American cis-gendered music educators with 5-7 years of music teaching experience) 

cultural and linguistic barriers were minimal and due to the similarities provided unique 

insight and understanding related to each participant (Arifin, 2018). As a result, constant 

communal care, transparency, and communication was maintained through the Black 

feminist epistemic tenets of the lived experience as a criterion of meaning, the use of 

dialogue in assessing knowledge claims, the ethics of care, and the ethics of personal 

accountability when conversing with each participant. 

Each participant was made aware that participation within the study was 

completely voluntary and that withdrawal from the study for any reason was an option 

related to their participation with the study.  

All researcher led interviews were conducted in a private room and participants 

were allowed to conduct their uninterrupted interview at any place of their choosing. I 

encouraged my participants to honestly share the stories they are most comfortable 

sharing and worked to ensure that their stories were accurately presented within the 

study (Arifin, 2018).  

Triangulation 

Creswell and Poth (2018) defined the practice of triangulation as “the use of 

multiple and different sources, methods, investigators, and theories to provide 

corroborating evidence” (p.328). Through the utilization of the “Strategies of Validation 

in Qualitative Research” (p.255) such as “discovering negative case analysis or 

disconfirming evidence” (p.261), and “clarifying research bias or engaging in reflexivity” 
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(p.261) amongst myself and participants, triangulation was achieved by sharing direct 

quotes from document uploads, recording interviews and corroborative conversations 

with participants, and clarifying any information to ensure transparency and 

understanding amongst participants. By centering my attention on what the participants 

said and through the feminist research practice of encouraging dialogue between the 

participants and myself, I triangulated data in real time through the sharing of 

knowledge amongst one another related to Black womanhood and ideals of epistemic 

resistance through interviews, informative dialogue from participants about their 

artifacts, and recorded lessons. 

Member checking. Participants were asked to verify their transcripts and codes 

representing their provided artifacts. I designed this study to encourage participants to 

see themselves as co-researchers. Preliminary analysis of initial coding from interviews, 

participant-provided music education autobiographical sketches, and artifacts was 

shared with and approved by participants. A full description of the expectation of 

participants’ contributions to member checking can be found in the Informed Consent 

form in Appendix A.  

Discovering negative case analysis or disconfirming evidence. While it was 

the aim of this research to insert Black women’s perspective within the music education 

philosophical canon, Black women’s views and experiences are not monolithic. Through 

these methods of member checking and conferring with individuals during the 

transcription and analysis process, to the best of my ability, I maintained an ethically 

unbiased participant-observer approach while also analyzing the narratives and stories 

of these Black women from a critical feminist and racial lens. As a result, it was 
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imperative to report negative analyses or perspectives, or experiences told by 

participants as Black women. Especially within the stories told within the social sciences 

and feminist areas, it is our responsibility as artists, creators, researchers, and 

storytellers to create a safe space for those who are different or have different 

experiences from our own or personal agenda, as they are still meaningful to the 

individual (Coaston, 2019; Crenshaw, 1991; Essence Magazine, 2017; Gould, 2011; Hill 

Collins, 2019).In preparation for moments of confronting disconfirming evidence—I as 

the researcher—was prepared to critically examine the context of the presented 

question and provide additional opportunities for the participant to clarify to the best of 

my understanding. 

Thick, rich description, verisimilitude, and transferability. Through the 

primary methodological approach of narrative writing, this study will produce a rich and 

thick description that may assist in verisimilitude with the intention of possible 

transferability and understanding amongst other Black female music educators. 

Verisimilitude can be defined as, “achieving the criterion for good literary study, in which 

the writing seems ‘real’ and ‘alive’, transporting the reader directly into the world of the 

study” (Creswell and Poth, 2016, p. 328). 

 Interview questions were provided to participants prior to the interview in order to 

encourage more depth and reflective statements regarding the topic of each interview. 

This was approach was taken in order to ensure that I as the researcher could provide 

thick, rich, description directly from the participants as well as to ensure minimal 

misinterpretation and misunderstanding of their words and shared experiences. 
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Sharing notes, coding, memoing, and notes related to participants’ submitted 

documents was my personal way to ensure that the right words, as well as the right 

story, is being personified. “Fieldnotes are for many ethnomusicologists an essential 

aspect of knowing: they are not only critical in determining what we know, but also 

illustrative of the process of how we come to know what we know” (Barz, 1997, p.13). 

To ensure transparency between the researcher and participant position, I found it 

necessary to share comments related to interesting imagery, words, or comments I 

noticed within their artifact submission. Combined with the tenet of knowledge creation 

and dialogue of Black feminist epistemology, sharing fieldnotes and codes was crucial 

to maintaining integrity while researching with individuals from cultural communities. 

Through disclosing fieldnotes and producing narratives reflective of cultural 

experiences, authenticity is the personal goal when tasked with sharing the musical 

experience of fellow Black women. Lastly, by providing participant-approved 

interconnected details from interviews and participants’ autobiographical sketches as 

the foundation of understanding participants' musical background, this research 

provides a vivid but critical examination of Black women.  

Validation. For this study, all data was uploaded, recorded, and analyzed within 

the qualitative software platform Dedoose. I debriefed participants with emergent codes 

and reflective notes and held a short debrief session related to previously held interview 

conversations or artifact submissions. I utilized member checking with my participants 

during the transcription process and allowed for my analysis and codebook to be openly 

available for participants. The transparency of analytical findings is crucial. Denzin 

(1989) explained,  
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The lived experiences of interacting individuals are the proper subject 
matter of sociology. The meanings of these experiences are best given by 
the persons who experience them; thus, a preoccupation with a method, 
validation, reliability, generalizability, and theoretical relevance of the 
biographical method must be set aside in favor of a concern for meaning 
and interpretation. (Denzin, 1989, p.26).  
  

 Analyzing and accepting the presented validity and reliability specifically of 

people of color and women’s lived experiences continues to be a structural problem 

within the concept of qualitative research and methodological practices as consistently 

canonized processes of research methods have yet to critically measure and analyze 

societal implications on the context of intersectionality. Simply put, if you want to know 

Black women’s truth—ask them. The complexity of analyzing within the framework of 

intersectionality can be used as a deeply impactful tool towards listening and 

understanding Black women’s experience within White or Eurocentrically culturally 

dominated institutions. Evans-Winters (2019) explained, 

Living at the intersections of race, class, and gender, our [Black women] social, 
emotional, and cultural experiences require theoretical and methodological 
interpretations developed in relationship to other women and girls from similar 
backgrounds and social spaces. In other words, our creations must involve 
collective imaginations, cooperation, and validation. Validation of interpretations 
of our shared research, lived experiences, and stories must derive from a 
collective imagination and cooperation. Research and writing practices by Black 
women should be witnessed as subtle acts of disobedience and defiance against 
race and gender (and age) oppression (p.69). 
 

 How does one honor the lived experiences simply as self-actualized knowledge and 

understanding while maintaining academic qualitative research's structural integrity and 

rigor? Despite the unresolved solution to this predicament, allowing participants to have 

as much desired say in depicting their stories during the data collection and analysis 

process was used to represent participants' truthful experiences as vividly and 

respectfully as possible. 
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Table 3-1. Established A priori codes found through the Review of Literature 
 

Black Feminist Thought 
Interpretive Lens 

Critical Race Theory Lens Ethnomusicology/Education 

Lived experience as a 
criterion of meaning 

Racism as normal 

Interest convergence 
 

Kinetic orality 

Music as knowledge 

The use of dialogue in 
assessing knowledge claims  

Ethics of caring  

Ethics of personal 
accountability  

 

Narratives 

Race as a social construct 

Anti-essentialism and 
Intersectionality  
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CHAPTER 4 
RESULTS—BLACK GIRL MAGIC 

 This chapter contains the results of the ethnographic narrative study conducted 

to answer the following research questions: 

• How have participants’ cultural experiences with music impacted their 
scholastic music education praxis? 
 

• In what ways do social and cultural constructs impact participants' 
epistemological understanding of music teaching and learning? 
 

• How have differing epistemic perspectives in music education 
impacted participants’ praxis? 

This chapter also includes a discussion of how Black women’s shared wisdom and 

knowledge through their lived experience are reflected within their music teaching 

philosophy and praxis within the classroom. As a result of their personal philosophy and 

praxis, each participant actively encourages their students to be mindful of the ethics of 

care in the classroom, encourages personal accountability amongst their students, 

encourages dialogue within the classroom to assess knowledge claims, and uses 

students lived experiences directly related to racial or ethnic background as a criterion 

of meaning and source of curricular inspiration within the classroom. Due to the 

narrative ethnographic methodological approach of collecting stories, narratives, and 

quotes, results are direct reflections of each participant. Due to the nature of wanting 

each individual’s story to stand as is, unaffected, unbiased, and without influence of 

other participant’s, participants did not interact with each other. However, each 

participant was provided within individual moments of member checking.  

 At the conclusion of each final interview, participants were provided explanations 

of the themes and subthemes related to philosophy and praxis as this is directly related 
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to their personal statements related to their teaching. This provided a means of 

validation in an effort to synthesize their collective teaching philosophies. Venus Evans-

Winter’s (2019) chapter, “Fieldnote 7: Writing My Daughter’s Body” in Black Feminism in 

Qualitative Inquiry: A Mosaic for Writing our Daughter’s Body stated,  

The voice of my academic self represents my formal training as a scholar, 
researcher, and pedagogue. Whereas cultural reflections are 
representative of the cultural understandings that one brings to her 
ethnographic contexts and pedagogical endeavors….Most qualitative 
researchers are taught to be cognizant of their own cultures and how it 
influences the research process…. At any moment in the field, these 
multiples selves, multiple voices are sometimes in conflict while at other 
times incongruence (pg.94). 

 As a Black female music education researcher, I attempted to find the balance of 

implementing and reflecting my personal multiple selves within the context of crafting 

the results section as well as highlighting the multiple selves that other Black women 

bring to music education. We speak our own language. We have our own cultural 

codes. Therefore, this results section was crafted through the perspective of creating a 

mosaic by organizing multiple voices, attitudes, and writings of Black women and their 

lived experiences within one large ethnographic snapshot. Large pieces of this mosaic 

consist of direct quotes from participants. I have purposefully refrained from altering 

language and dialect. However, all names and specific identifiers have been changed or 

redacted to ensure anonymity. Creative liberties with typographical emphasis were used 

in order to translate emphasis or inflection noted during the transcription process. 

Smaller context statements or introductory paragraphs were used as the minimalistic 

glue to secure the larger mosaic ethnographic landscape. Black women’s language is 

an essential part of the ethnographic landscape of this study. Evans-Winters (2019) 

stated,  
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Speech in the African American tradition, in written or oral form, is 
regarded as a creative and divine act. Speech, which does include the skill 
of listening, is used to pass down tradition and preserve the culture. Once 
more, speech is not to be taken lightly or as apolitical (p.22).  
 

Unique to the fields of ethnography, ethnomusicology, and Black feminist narratives is 

heavy usage of first-person point of view when capturing dialogue or narratives within 

ethnographic research. Creswell and Poth (2018) stated, 

Ethnographers write extensively about narrative construction, from how 
the nature of the text shapes the subject matter to the “literary” 
conventions and devices used by authors. Some ethnographies are 
written in realist tale reports that provide direct, matter-of-fact portraits of 
studied cultures without much information about how the ethnographers 
produced the portraits. In this type of tale, a writer uses an impersonal 
point of view, conveying a “scientific” and “objective” perspective.[…] The 
final type, the impressionistic tale, is a personalized account of “the 
fieldwork case in dramatic form” (as cited in Van Maanen, 1988,.p7). It has 
elements of both realist and confessional writing, and in our opinion 
presents a compelling and persuasive story. In both confessional and 
impressionistic tales, the first-person point of view is used, conveying a 
personal style of writing (p. 243). 
 
Research regarding Black women by a Black woman will be inherently different 

in relation towards the academic structure of the traditional results section. As a result, I 

have attempted to balance these two concepts by largely constructing the mosaic 

utilizing realist tales and reports to provide the most transparency possible, and as a 

culture bearer and primary investigator, incorporating my own confessional remarks or 

quotes from interview sessions.  

 Black women’s epistemologies are distinctly unique and thus different when 

compared to the structural integrity or expectation of data within a dissertation. Black 

women have not had access to the educational tools to speak the hegemonic language 

of academia, ethnography, or scholarly writing in relation to ourselves and our practice 

through research. However, like many participants throughout this study, I found myself 
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at a crossroads of translating the essence of Black women in music education with the 

rigid and in all honesty—oppressive expectations of how to write about Black women in 

music education with the invisible standard of rigor. Thus, this results section has 

become a personal piece of art. But will my translation be enough? To adhere to the 

academic standards of qualitative research, the mosaic will also be constructed upon 

the results of the most expressed themes and subthemes seen at the conclusion of the 

data analysis process. Through my personal evocation of the Black feminist 

epistemological tenet of the use of dialogue as a criterion of meaning, all final 

subthemes were condensed to three major themes throughout the study: “Philosophy & 

Praxis, Freedom and Passion in the Classroom, and Epistemic Friction”. 

 During each participant’s final interview, I invited each participant to review 

emergent themes established as a result of their contributions to the study. At the 

conclusion of the interview process, each individual served as a cultural insider and 

assisted with member checking to assist in trustworthiness. This emergent action was 

taken due to the fact that I deeply felt the responsibility of showcasing their voices as a 

means of allowing Black women to wholistically speak and asses my knowledge claims 

as related to their own knowledge claims and thus philosophy and praxis. As a result, 

the traditional results section has been called “Black Girl Magic.” The following 

participant names, previous teachers or individuals, schools, and current workplaces 

have all been provided pseudonyms by the participant or the researcher.  
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Participant Profiles  

Faith Robinson 

Faith is a music educator of 10 years, an exquisite vocalist, and a new mom. She 

holds an undergraduate degree in Vocal Performance and a Master of Arts degree in 

Music Education. She grew up and attended the entirety of her K-12 schooling in a 

small southeastern city in the United States. When asked to share her music education 

experiences, she stated, 

Thinking as far back as elementary school, I recall having (and only 
knowing of) White female music teachers, very cheerful and energetic. I 
learned about famous musicians from Europe, that were all White males. 
As a young child, my perspective was White ladies teach music, and 
White men create music. 
. 

She ascribes to Black American culture. True to the history and culture of being Black 

and born in America—our self-identification changes. From Negro to Black (and proud), 

African American, and now Black American, Faith and I openly joked about not being 

sure about what is now the socially appropriate nomenclature for what it means to be 

born Black in America. Deciding how to name oneself in Black American culture is not 

something we take lightly.  

Faith was raised in a profoundly Southern Baptist church and feels “at home” in 

gospel music. But Faith has a special fondness for hearing and participating in the 

practice of hymn lining. She said within her interview, 

I think the type of music that hits home for me the most is the lining of 
hymns. That was my family tradition. Yeah, so I didn't grow up listening to 
a lot of popular music as a child. It was mostly sacred and religious 
[music] because my family—my mom is very Christian. 
 

Hymn lining is a unique practice within the Black southern Christian tradition of aurally 

introducing or “lining” participatory hymnals throughout worship services. Hymn lining is 
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a practice I am very familiar with (see A Personal Narrative p.10). As Faith experienced 

more through her personal exploration of music genres, she became more invested in 

vocal performance. She enrolled under the same major at a predominantly White 

Georgia public university. After graduating, Faith moved to the northeastern region of 

the United States and obtained her music National Board Certification in teaching. She 

also received her Master’s in music education from a public university within the same 

area. She has recently begun a new certification program in Kodály music education. 

Within her own classroom Faith centers her fondness for folk music within her 

curriculum. Faith’s personal research endeavors include creating music curricular items 

that amplify and accurately represent Black American folk music.  

What I do like about folk music is that it's not written down. It's shared 
from, you know, mouth to mouth. I really hope that we can stop putting so 
much focus on making students read music. I mean, I think it’s—I value 
having my students read music—but I feel that was such a huge part—
such a big deal. 
  
And I think it's that way for classical music. It's almost as if, if you can't 
sight-read, if you can't read this kind of stuff… There are so many 
musicians throughout the world that have never put a single thing on a 
piece of paper. That's what I like so much about folk music. Yeah, we may 
write it down on paper, but really the way that you pass it down—the way 
that you give it to the next person—is by musicking. 
 

 Faith’s musical experiences were filled with moments of belonging and exclusion 

directly related race, gender, and culture. She expressed within her interviews, 

Let's see; I want to say when I was 11 I went to Fairway (an audition-
based fine arts magnet school) for a few years—and there was Dr. Ryan, 
and I did not have a very good experience with him.  
Yeah.  
 
And for the longest time, I thought it was because I wasn't made for music. 
And again, I think it was because of the music we were singing; I didn't 
identify with any of it. Just looking at who he [Dr. Ryan] was, I didn't 
identify with him.  
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Not only that, when I went into Fairway, I jumped from being in the sixth-
grade choir and then a few weeks later I jumped right into the seventh and 
eighth-grade choir in sixth-grade. So here I am—a sixth-grader—in the 
seventh-eighth-grade treble choir, and he's giving us pieces of music. And 
he's, ‘you have 15 minutes to practice it,’ And people are just singing it. 
And I'm looking like, ‘Did I miss a day? Did we go over this music?’ And 
they looked at me like, ‘You know—we’re sight-reading’ I was like ‘Who?’ 
So, I had no idea what I was doing. I hated being in chorus—every single 
bit, every single moment because I had no idea what I was doing. 
 

 As a result of her frustration with the curriculum and lack of representation, Faith 

explained that she desperately wanted to unenroll from her audition-based fine arts 

middle school directly related to her experiences in choral music education. She 

admitted that she purposefully failed her sixth-grade science course to become officially 

unenrolled at Fairway. Due to her lived experiences as an eleven-year-old Black girl in 

music education and her lack of educational mentorship towards music theory and sight 

singing, and lack of cultural relatability towards the repertoire and the conductor, Faith 

admittedly stated that she lost her passion. Faith had no interest in singing ever again. 

Faith explained that, once enrolled at her school district sanctioned middle school, she 

still could not avoid music education. She described the time a friend found out that 

Faith had such an exceptional natural lyrical soprano voice. As a result, said friend 

found the middle school choir teacher who then insisted that Faith should audition for 

the choir.  

‘Oh, you should have her in choir, Miss McElroy, you should have her in 
choir.’ And Miss McElroy came and got me out of my computer class. That 
was my elective at the time. And she said, ‘You should audition for 
chorus.’ And I said, ‘No, thank you.’ She said, ‘Well, just come sing for 
me.’ And I said, ‘No, thank you.’ And she said, ‘I'm not going to make you 
audition. I just want you to just sing for me. She said, ‘Sing ‘Happy 
Birthday.’ And I sang ‘Happy Birthday.’ And I think in the next week, I had 
gotten a new schedule. 
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Although Faith still found herself amongst a Western classical musically 

influenced middle school choir program, she was now under a director who redirected 

her back on her personal journey of exploring her love and talent for music and music 

education. 

So yeah, that was the lady who started me back into loving music again, 
and then there was Ms. Richards, who I met the following year, who lit a 
fire and the passion back into music for me. And I think if it hadn't been for 
both of those two women—they were very influential in who I am in music 
in general—but not just in music, education, but just having a passion for 
music and because I had lost it. 
 

Ms. Richards served as music director and conductor for a community choral ensemble 

of predominantly young Black teenagers ranging from 14-17 years old. Ms. Richards 

also served as a local public music educator at one of the predominantly Black high 

schools within her city.  

Okay. So, I always thought it was really interesting, that Hillard High 
School always seemed to have Black music teachers, and I felt very 
envious of it. I really wanted an opportunity to be up under Black people 
conducting. So, to have her as the group’s director was-- refreshing. I 
thought, ‘Not only is she Black, but she's also a woman, so maybe, maybe 
there's more that we can do.’ She's so strong, so strong-minded, strong-
willed too. It is beautiful. 
 

Ashley Darling 

Ashley has been an active public school general and choral music educator for 

seven years. She currently resides in the southeastern region of the United States and 

teaches high school choral and general music. She obtained her undergraduate degree 

in music education with a concentration in choral music and is currently working on her 

Master of music education degree with an emphasis in choral conducting. When asked 

to provide an autobiographical sketch of her music education experiences, Ashley 

provided a pre-downloadable music education packet she actively uses for her personal 
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anti-racist professional development series. Within the packet Ashley provides an 

autobiographical sketch in addition to providing insightful commentary as well as helpful 

practices towards anti-racist pedagogy within music education as a direct result of her 

personal experiences and observations within the field. However, what struck me as 

one of the most poignant items within her autobiographical submission was the image 

used as the cover art for her packet. When asked about her decision to use this 

particular imagery, she explained,  

I actually took a picture a long time ago in the good selfie lighting of my 
restroom. And I reached out to an artist; she had been doing artwork, just 
like what you see on the cover, where their face their facial features are 
missing. And I was like, ‘Yo, that would be fire for my title’ because it’s a 
combination of hip hop and choral music.  
 
It’s hard to kind to find yourself—find your identity within the choral world, 
especially when you have such a love for music outside of it. Because—
just to be frank and I plan on being frank throughout this whole interview—
like choral elitism is definitely a thing. And it can be kind of cult-like, in a 
sense, to where if you’re in choral music, THAT’S IT. It is kind of forbidden 
for you to profess your love for other genres.  
 
I wanted to cover the—the artwork cover to resemble kind of that. Clearly, 
from my outline, you can kind of tell that I am an African American woman. 
But within the facial features, it’s kind of like—I’ve lost who I am, or I lost 
who I was. Because although I had a love for R&B, jazz, soul, funk, all 
these things comprised of hip hop, but it really wasn’t seen as…um, how 
do I say. It really wasn’t seen as, like—worthy—of being discussed within 
these choral settings. So that’s where the artwork came from. And that’s 
basically from the title of the work as well. 
 
While Ashley grew up surrounded by jazz and gospel music, she explained that 

her exploration of other music genres such as pop and then hip hop came later.  

I lived in such a Christian-based household. It was like forbidden. You 
couldn’t even listen to it. But my fourth-grade teacher Ms. Daniels used to 
play jazz while we would read. And I asked her one day what kind of 
music are we listening to? She told me it was jazz, and I would go back—
when radios were a thing—and I would try to find the jazz radio station on 
my little radio and try to listen when I would read. But I couldn’t find it.  
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However, when asked what music she would ascribe to her culture, Ashley said the 

following, 

My culture. First and foremost, black culture is lit. Black culture has laid the 
foundation for so much and has gotten very little credit. My culture is loving. My 
culture is innovative. My culture definitely has a story. 
 
My culture is everything. And I aspire to make it proud. It is everything that I love 
and embody, even if the world hates it at times. As far as music that I would 
consider that’s a part of my culture. If I’m frank once again, it’s hard to—you’re 
rarely going to find music that either doesn’t come from Black culture or wasn’t 
influenced by Black culture in some form.  
 
Like even down to Western art music, like some of your GOATS1 were 
Black. Like Joseph Boulogne, and forgive me if I’m butchering his name, 
but he’s not the black Mozart. Mozart was the White Boulogne. And even 
down to country music—created by enslaved African Americans.  
 

 Ashley proudly labels herself as a “Passionate Black Educator” and, for the most 

part, recounted fond experiences from former music educators who exhibited the fuel 

behind her teaching: cultivating care and relationships within the classroom. 

I would say my ninth and tenth-grade music teacher definitely prepared 
me for college. If it were not for him, I would probably not have gotten out 
of the music education program. But he helped with the music literacy 
part. Then you have Dr. Browning. I talked about him in the download; he 
was that representation for me. With him being in the choral world—it let 
him know that I can do it. 
 

Ashley described what it felt like to see Dr. Browning, the first and only Black male 

conductor she had worked under until the age of seventeen. Dr. Browning served as a 

three-day clinician for her high school choir. Throughout Ashley’s music education 

experience, she was only afforded two opportunities to work alongside a music educator 

or conductor who reflected her Black cultural background. Although Ashley worked with 

 
1 G.O.A.T= Greatest Of All Time 
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Dr. Browning for a limited amount of time, she still cherishes the monumental moment 

of ontological representation. Ashley stated, 

Although I worked with Dr. Browning for only those three days, it wasn’t 
just the fact that he was black. It was the fact that he was Black, and he 
was excellent at what he did. And it’s where I first learned to look at the 
music past the notes on the page. Before Dr. Browning, it was all about, 
‘Okay sightread this and throw some dynamics on here. Go about your 
business.’ 
 
And it was—it’s tough for kids who looked like me to see themselves in 
that kind of music. One, we don’t go home and bump Bach on the way to 
the house or listen to Beethoven while cleaning. Like, it’s very hard for us 
to relate to that music. But once he broke down the meaning of those 
songs that we were singing…  
 
‘Let’s connect to the songs that we were singing,’ and now I can start to 
see myself in it. That teaching approach alone has shaped the way I teach 
in choral music or any genre of music. Period. 
 

When asked about her music education philosophy, Ashley said the following,  

First and foremost, I work with dominantly, Black and Brown kids. I make it 
a point to do that. But I go in interviewing for jobs—those jobs because 
that’s my priority. But my main goal is how can I allow my kids can see 
themselves as beautiful—today and every day. That’s how I go into every 
single one of my lessons. So, I show them. 
 
I like showing kids that there’s value in their music and their identity. So 
even if it’s us just clapping rhythms with the instrumental to Pop Smoke in 
the background—if it’s singing Black songs, Latinx songs, Asian songs, 
anything that’s going to show their culture and its authenticity, and that it’s 
beautiful, we’ll do it. We’ll figure it out.  
 
As far as music theory— there’s a lot that can come from it… and so many 
people get so wrapped up in it, like making sure their kids are musically 
literate. It’s important, but it’s not the only tool that you should have in your 
box.  
 
I’m big on decentering my voice and allowing discourse. I love learning 
from my kids. I love listening to them talk and offering their perspective. It 
allows me to learn, and it allows them to learn from one another—with one 
another. And a lot of times, they can better articulate viewpoints or main 
points that I’m trying to get across, not only because they know it, and 
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they know the lingo, but because it’s from one another, as opposed to ‘Oh, 
this old head. She just trying to do blah blah blah.’ 
 
I definitely allow chances for discourse; I allow my kids to lead, whether 
it’s a stretch, whether it’s a warmup or a rhythmic exercise, having section 
leader roles. But most importantly, I build relationships. Every single class 
that I have, I’m making sure that I have some type of icebreaker. And it 
could be something as silly as, what is your favorite Girl Scout cookie? 
And why is Trefoils the best one? And they’ll the say Thin Mints. Building 
those relationships is key. 
 
I had one kid—like he hated music class. But his favorite thing about my 
class every single day was the icebreaker. I got, you know, I got, I love 
that kid.  
 
He was honest. And he passed the class. But his favorite thing was the 
icebreaker. So, I am just big on building that family atmosphere. That’s my 
biggest thing. 

If you want to say what my main music philosophy is, or music education 
philosophy, I’m not here to teach you about music. I’m here to teach about 
life through music, whether it’s life lessons, whether it’s social justice, 
because you will hear about social justice in my class, and that’s on 
period. I just teach these lessons in any way, shape, or form through 
music. 
 

Dr. Natasha Taylor 

Dr. Natasha Taylor has been a music educator for eleven years and has recently 

acquired her Doctor of Education degree in Music Education during the Spring of 2021. 

While she is currently teaching in a high school choral music education setting, she 

explained that her musical background is deeply rooted in Black American cultural 

music.  

I was kind of immersed in church culture. So, I grew up listening to gospel 
music and also R&B music. I was probably, six or seven, and I was like, ‘I 
want to be Whitney Houston when I grow up.’ 
 

Within her autobiographical sketch, I recognized the quintessential southern feeling of a 

Black southern youth choir named the “Sunbeam” choir as I grew up in the same 

culture. I asked her about her favorite or most memorable song she had sung in the 
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Sunbeam Choir. Growing up in the same choir culture, youth choirs were infamous for 

singing the same great children’s song every designated Sunday. I said to Dr. Taylor, 

I’m so glad you mentioned that you sang in the ‘Sunbeam’ choir. And I 
was like, ‘I know this has to be a youth or children’s choir in a Black 
church because you know we love a good name.’ And I wanted to know 
did you have any songs that really stood out to you when you were 
young?  
 

I then began to hum a mash-up of mumbles and melody of “Inside Out” by the 

Mississippi Children’s Choir. Dr. Taylor’s reply immediately positioned us as 

generational peers in academia from a very similar southern gospel background. I 

inquired, “Did you have any songs that stood out to you when you were young?” Dr. 

Taylor replied with, “Oh definitely. It was “Shake the Devil Off” (by Dorothy Norwood and 

Johnny Thompson).  

While Dr. Taylor found herself within the church choirs and singing as young as 

two, she took the instrumental route and excelled at flute performance and leadership. 

But she credited her initial interest in studying the flute and music education to her 

middle school band director.  

And I don’t think I probably even would have considered music education 
had I not been influenced by my middle school band director. I was a flute 
player. I am a flute player. She was a flute player. So, to see how she was 
able to captivate a classroom of children—my sixth-grade class was 
humongous. Rows and rows of kids. And it was a good experience. It was 
well thought out and she was just really engaging. And that’s saying a lot 
because, if you’ve taught middle school, you know how those things are. 
So, I really don’t think that I would have been like, ‘Okay, yeah, I can do 
this,’ if it had not only been for her, but also the two assistant female band 
directors I had in high school. 
 

 When asked to explain her philosophy toward music education and the context 

that has shaped her perspective, she recalled her experience of starting a middle school 

band program from the ground up. After experiencing difficulty being hired for band and 
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choir positions in a large southeastern city—the same city where she graduated from a 

historically black college and university—Dr. Taylor moved back home. Home for her 

was also another large sized city in the southeastern region of the United States. Dr. 

Taylor stated,  

They were not trying to hire your girl. So, I came back home, and I had 
three interviews. One was completely band, one was band and choir, the 
other just choir. And I was just like, ‘well, oh, let me just go for it.’ 
 

After Dr. Taylor successfully secured her first job out of her undergraduate program 

solely teaching choral music, she was immediately faced with the dilemma of restarting 

a music education program after a multiple year hiatus.  

I am kind of thankful of that job, I guess, because that’s definitely where I 
got my foundation and how I started to find my philosophy on teaching 
music. And I think it really helped me cut my teeth as far as being a music 
educator. Because I told my—I tell people all the time, I was like, ‘You 
really don’t know how good you are as an educator until you either one: 
you start a program from scratch, two rebuild a program or three, teach 
middle school.’ 
 
It’s easy for you to just jump into a program that’s a lock and key type 
situation. All you have to do is keep the boat float. But, when you are the 
person who is responsible for all of guiding your children to success, you 
are responsible for creating that success. Yeah, that’s a different type of 
pride. 
 

 She continues to build that same success through purposefully ensuring 

opportunities for relationships, dialogue, and camaraderie within the context of her 

choral classroom. However, she identifies this as a skill that has been sharpened by her 

past music education experiences not only as a teacher, but as a former K-12 student. 

When I was a senior, I was in band but there was a fine arts trip. Those 
trips shaped my relationships in the ensemble. And how—you know, you 
didn’t want to get left behind. Because there’s going to be those inside 
jokes, there’s going to be a lot more collegiality amongst those people who 
actually went. And so, from that, I’m excited to continue that, that tradition 
with my new students. 
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We kind of gotten kind of pushed to a stalemate because of COVID and 
things. But we are going to be doing a little day trip to an amusement park 
in the spring. 
 

She explained to me that, in the effort to ensure trips such as competitions, or 

opportunities to play at musical showcases are truly a group effort, she works to make 

sure that no students are denied opportunities to participate: 

My whole thing with that I was like, ‘Look, if your parents are okay with you 
going, we’re gonna make sure we make a way for you to go.’ But I tell 
them that that is gonna require all of us to do some of the—some of the 
lifting when it comes to fundraising.’ And I told them, ‘I don’t wanna leave 
anybody behind. We’re family. We’re a team. We want to make sure that 
everybody who can go can go, you know?’ 
 

The regional director of her music educational professional development organization 

supported her efforts and she said, 

Once he made it a requirement for everyone to fundraise, not just the 
people who didn’t have—he saw the collegiality of the ensemble and the 
family unit of the ensemble explode. You know that that makes a 
difference in the performances. And I realized that along the way. 
 

When asked about her perspectives or insight towards her music education philosophy 

Dr. Taylor stated, 

I believe that all children, regardless of their socioeconomic background, 
and those who want to have a music education deserve to have a quality 
music education. There are some kids where it’s just not their thing. 
They’re not interested. And that’s perfectly fine. But there should be 
quality teachers and quality programs wherever. Regardless of what their 
zip code is. And so that’s been one of my main things, fighting for—and 
making sure there’s equity in schools. 
 
I will always fight to make sure my kids have quality experiences, I believe 
my kids should have experiences making music outside in the community, 
and also be able to see performances outside of the community. I make it 
a point to have my kids out there out and about. I would have never 
imagined that I would have taken 50-something children to Los Angeles, 
California to perform at Disneyland or to go and sing for the choral director 
at the University of Los Angeles. I never would have thought that me and 
my kids would have taken a trip to New York and sung at Lincoln Center. 



 

90 
 

We do a lot of heavy traveling, but I like to give my children these 
experiences that they may not have.  

Patrice Rawlings 

Patrice’s music education teaching experience ranges from teaching within 

community music programs and K-12 music programs, as well as collegiate adjunct 

positions. Her professional music education experience began at a local community 

theater as the studio director, and she later obtained a job at a local public high school 

in 2014. At the time of the study, she had just completed teaching virtual K-5 general 

music classes. 

 Although she was predominantly raised in the southeastern region of the United 

States, her musical roots are situated in the Midwest—by way of her mother. Her 

mother’s upbringing in the musical mecca of Kansas City, Missouri provided the context 

for her mother’s love of the music she often shared with Patrice. Patrice explained that 

growing up her household was filled with music such as Kirk Franklin, Anita Baker, and 

Deborah Cox. However, her scholastic music world was dramatically different.  

The way I grew up is like—even now—was completely split. My mother's a 
singer. So, I grew up singing gospel music. I remember singing in the 
living room. Her tryna helped me work on this new Anita Baker song or her 
trying to help me sing and saying, ‘Push from your stomach, ’Trice.’ Or my 
daddy waking me up to sing Deborah Cox with his friends and stuff, you 
know, all their old school music. 
 
She had me singing a lot of Whitney Houston, a lot of Anita Baker. At that 
time, the current stuff was Deborah Cox and a lot of Clark Sisters. A lot of 
gospel—a lot of Kurt Franklin. A lot of stuff with harmonies…because she 
[still] likes to harmonize with the car. 
 
But then when I went to school, it was just another world. You know, I was 
singing the normal, traditional, choir stuff, show choir stuff, to the point 
where people were like, ‘How does this even coincide?’ But for me, it was 
just all music. It was all singing. 
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Once I got to school, it's like, ‘If this is what they say I have to sing in order 
TO sing’—that’s what I'm gonna do. So, when I went home it was back. 
But we listened to it [scholastic music] in the house. And then my mom 
was into the music. She liked to hear what I was working on at school. But 
everybody else around me thought it was weird. 
 
Like I said the other side of music—I listen to trap music and it's one of my 
favorites. And [my mother] would get into it with me especially when—
back in the day when burning CDs was a big thing. She’d be like, ‘Well, 
just make me an instrumental CD.’ So, she'd have a CD with a whole 
bunch of rap instrumentals—you know just the beats. And she was like, ‘I 
don’t wanna hear the words. I don’t wanna hear all that cussin.’ But I do 
like the music behind it.’ So, I burned her a CD of like, you know T.I. and 
stuff like that. And she liked to sing along to those—the rap beats and trap 
beats and stuff in the car. So, that was cool. 
 

 Patrice explained that once her family moved into the more rural—but largely 

Black—area of her home state, she began to see recognizable Black musical icons 

within her school curriculum. However, this was knowledge she already possessed by 

way of her parents, she said the following:  

Our music teacher started putting on Motown shows and stuff like that. 
But, like they never explained why. It was just like, ‘This is what we're 
doing. We’re putting on a Motown show. You sing Michael Jackson. You 
sing this.’  

But I felt like they didn't have to, because I already knew that music from 
my home. So, when they said, ‘We’re doing a Motown show,’ I was like, 
‘Oh, okay. I know who those people are—cool.’ But I guess now—when 
thinking back and reflecting—maybe some of my classmates didn't know.  

But it wasn't until a high school where my teacher was like, ‘No, there's 
Black music on purpose. There are Black [classical] composers. But we 
didn't get too far into it because, you know we were in a structured choral 
program.  

I didn’t necessarily see myself [in the curriculum]. But my high school 
teacher started that understanding of, ‘If you get out of here, you'll see that 
there are other people out here.’ You know what I'm saying? She was very 
honest—'The music that we sing and the music that you like Patrice—it’s a 
White world, RIGHT NOW. But, if you get out there you’ll see that it’s 
actually not’—is kind of what she gave to me.  
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With that insight in mind, Patrice found a special interest in the Eurocentric Western 

choral art tradition. 

My high school choir is where I really feel like I got like that choir training. 
Because my choir teacher came from big PWI down here in the country. 
She drilled us on everything from walking on the same foot, turning on the 
same foot, opening the book, you don't smile on stage, just very military 
like. And I just liked that—that big demanding feeling.  

 She decided to continue to embrace her love for music, specifically Western 

classical choral and operatic solo music, at a public HBCU in her home state. She 

received her Bachelor of Arts degree in Music in 2011.  

My philosophy is this, you can be you. We can be…Black people do 
everything. And for me—I chose to do something else. I take that same 
feeling of why not do something different, and really show out? Let's really 
get to this competition and blow people away! We're doing something 
different. My teaching philosophy has always been that. Show them you 
can do everything. 
 

In a Eurocentric dominated society, Black women are inherently different.  
 

 Presentation of Themes 

Participants shared unique perspectives towards teaching and philosophy. These 

insights, shared moments, memories, laughter, and moments of empathy that can in no 

way be bounded within a study. With the inclusion of emergent codes and a priori codes 

extracted from the utilization of Black Feminist Epistemology (BFE), Critical Race 

Theory (CRT), and the overarching definition of and philosophical stance of Epistemic 

Resistance (ER), 76 codes were established, a total of 1035 codes were applied 

throughout the course of the study, and 206 individual narrative excerpts were 

extracted, coded, and analyzed. At the conclusion of data analysis, the results from this 

study can be categorized within two interrelated themes (a) philosophy and praxis and 

(b) freedom and passion in the classroom as a reflection of participants’ expressed and 
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analyzed philosophical and praxial approaches and one independent theme of (c) 

epistemic friction. Epistemic friction was constructed as a result of White hegemonic 

ideals were ultimately synthesized the conclusion of data analysis. Each theme was 

given a creative title in hopes of synthesizing the essence of each larger identified 

theme. Within each mosaic I have attempted to highlight narrative passages and also 

moments of shared ideals and knowledge as a result of my research positionality as 

participant observer and personal positionality as a Black female music educator. While 

attempting to highlight narrative passages that were directly coded within the research 

and resulted in the largest narrative takeaways I constructed three Black feminist 

informed mosaics. The title of each thematic mosaic is  

• Pedagogy + Energy’: A Black Feminist Informed Music Education 
Philosophy 

• ‘Passion through Freedom’: Black Feminist Expression in Music Education 
• Tracing Epistemic Resistance amongst Black Women in Music Education 

 

‘Pedagogy + Energy’: A Black Feminist Informed Music Education Philosophy 
and Praxis 

I saw myself in each and every one of them. And that is the beauty of Black 

feminist thought. I jokingly describe Patricia Hill Collins’ “Black Feminist Thought: 

Knowledge, Consciousness, and the Politics of Empowerment” as my ‘scholarship 

bible’—with no intention of being sacrilegious. When I found this book in graduate 

school, I found myself within the words of Hill-Collins. And as a result, everyone 

realized something was up. My demeanor changed—my scholarship changed.  

I always had an interest in looking at race and education. When I was struggling 

with music theory and seriously contemplated switching majors, I wanted to change to 

African American studies. I walked past that building every day at Georgia Southern but, 
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because I had no need to go inside, I never did. It was the only other thing I was 

passionate about. I wanted to learn our history. I wanted to continue the legacy of telling 

our stories.  

I found myself amongst these four women. Our stories are vastly different and 

coincidently similar in many ways. My ultimate goal for this study was to have 

something, for the next generation of young Black passionate, dynamic, and magical 

female and non-binary music educators. Our expression of music is valid. 

Jasmine Hines 
Okay. Um, so I'm really excited. I've been up this morning, and I've been in my 
philosophy bag, because I had to sit in on a conference. 

So, but I'm really excited to talk about these last [interview] questions because 
this gets to the root of what I've been trying to do. And we’ve talked about this 
before—the whole purpose of this study is to give some sort of textbook 
representation for Black girls or Black people coming through music ed[ucation] 
in a philosophy sense. We all had to take that class or [we all] have [had] 
conversations about it. I remember having conversations of like, ‘Which 
philosophy best aligns with your perspective?’ And I'm like, ‘none of them.’ So, I 
want to give Black people, but specifically Black women, some sort of resource 
when that time comes. 

Patrice Rawlings 
That's literally what I'm doing today. I'm putting together my portfolio for a job that 
I might be interviewing for. And I hit a wall today on my teaching philosophy.  

Jasmine 
Yeah.  

Patrice 
Because I'm just like, ‘HOW??’—do I put that into a paper. I just called my 
mentor before this meeting and I was like, ‘I'm free at one o'clock and I really 
need to talk to you before I break down and throw this computer, because I have 
to put my teaching philosophy into a statement and [it’s] stressing me out!". I'm 
stressed out.  

Jasmine 
And that's it! And that's why I did this study because there is nothing that speaks 
to how we teach why we teach. And these White Eurocentric ways that were 
given to us in textbooks never really hit. I'm like, ‘Yeah, that sounds cool. But that 
doesn't fully speak to me.’ 
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Because I'm like, when I do philosophy—that’s my mindset. You know, that's the 
root of why I teach. So, with that, I might be able to help you. Because I think I've 
pretty much pinpointed at least one description of the characteristics Black 
women embody when we teach in our classrooms, which is essentially a 
culmination of everybody's responses and stuff, so I'm really excited about this 
and happy to help you out! 

Respect through Acceptance and Inclusivity. As seen throughout the study, 

each participant provided strong personal statements of demanding respect directly 

related to cultural mannerisms and representation within the institution of music 

education. Within this same demand, many participants often reiterated the need for 

mutual respect by way of acceptance and representation for other minoritized cultural 

groups and musical genres. All participants expressed that, due to their lived experience 

of feeling excluded, othered, tokenized, or underrepresented throughout their scholastic 

music education experiences, each Black female music educator sought to provide (to 

the best of their abilities) accurate cultural representations through their personally 

designed music curriculum or repertoire selection. Because of participants’ desire to 

incorporate respect through acceptance and implementation of diverse music practices 

within the classroom, participants often found the need and interest to continuously 

educate themselves. During the study many of them reiterated their efforts towards 

professional development opportunities such as returning to school, attending 

specialized conferences, or engaging in conversations with musical culture bearers 

outside of their areas of musical expertise. 

Dr. Natasha Taylor returned to school and began her Master’s in music 

education program at the conclusion of her first year of public-school teaching. When 

constructing a Carnival Day event at her school, Faith sought the expertise of parents 

and guardians from Caribbean islands to share their knowledge in her music classroom. 
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Patrice actively challenges outdated structures within music education by pushing 

boundaries related to respectability politics within music education.  

In Evelyn Brooks Higginbotham’s (1993) chapter titled, “Politics of 

Respectability,” she introduces the concept of respectability politics within the academic 

cannon. She explained that, as a result of the women’s movement within the Black 

Baptist church during the 1900s and 1920s, Black women rallied in communal spaces to 

contest, “the racial-exclusivist image of America as it was understood and promoted by 

the dominant white society” (p.186). As a result, the politics of respectability, as defined 

by Brooks Higginbotham (1993), can be understood as the political contestation of 

social structures and symbolic representations of White supremacy. Ashley also 

provided examples of how—due to her lived experience of having to demand personal 

respect directly related to the acceptance and normalization of her expression of 

Blackness in music education—respect and acceptance of cultural, ethnic, and 

individual diversity is highlighted within her classroom.  

I don't just aim to make sure my culture is seen, and the students' culture 
seen. I want my students to be seen. For who they are. So those 
experiences and the different types of repertoire that I've done has 
definitely put my culture, my students culture, and students in the music 
as far as musical experiences are concerned. 
 
Just to add on to that, like it’s dope for our kids but—it's dope for kids 
outside of our culture too. Now they're able to see the beauty in other 
cultures instead of being in their own silos. Being in their own...what was 
the term I looked up yesterday. Their own Ivory Tower. 
 

I replied with a “Oh yes girl. That Ivory Tower” and Darling continued, 

Yeah, girl, they stay in that Ivory Tower and don't want to leave nothing. 
So, I think it’s beautiful for other people to see that they can become more 
accepting of different styles of music—different genres so we can do away 
with that elitism. 
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Respectability politics regarding the acceptance of diverse music within music 

education, particularly between Black American, Latinx cultures, and the Ivory Tower—

read White or dominant and hegemonic culture—was reiterated by all participants as a 

consistent site of epistemic friction between their cultural musical knowledge and 

scholastic music education. Faith empathetically explained that, through respectful 

dialogue and accurate cultural representation in the classroom, she continues to find it 

easy to center respect related to cultural diversity within her praxis through songs, 

games, and dialogue. Faith expounded that, through simple internalized parameters 

related to maintaining the control of narrative around cultural difference within her K-5 

general music classroom, she is also able to demand respect for cultural diversity 

amongst her students.  

I celebrate all students, and I don't point a student out when it [cultural 
difference] when it comes up in the classroom. For example, we had a 
student from Pakistan. And I specifically pointed out some folk games 
from Pakistan. And so, when I was speaking about the culture, I would 
never ask directly or point at a student. But I would allow students to 
answer questions like, ‘Is anyone familiar with this country and its culture’, 
or something like that. I never would make a student raise their hand and 
allow a[nother] student to say something like, ‘This person is from 
Pakistan.’ But most of the time when you say something about their 
culture or something that they know—they're ready to talk about it. So, I'm 
no longer pushing it—it's them in control, which takes away from the token 
mentality. 
 
Merriam-Webster (n.d.) defined tokenism as, “the practice of doing something 

such as hiring a person who belongs to a minority group only to prevent criticism and 

give the appearance that people are being treated fairly.” While this term is largely used 

to describe the end result of the actions taken towards minoritized individuals, I would 

like to evoke the Black feminist epistemic perspective of the lived experience as a 

criterion of meaning and personally assign the notion of tokenism, as an active feeling 
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of lack of respect or full acceptance of minoritized individuals under false pretenses of 

equity and fairness. In previous conversations, Faith explained that she was the only 

Black person and thus, Black women, in her Master of music education program. She 

explained how she actively avoided the internalized feeling of tokenism. Faith explained 

that her personal accountability of demanding respect as a Black woman translates and 

manifests in educational spaces outside of her personal classroom.  

Jasmine Hines 

Just in general, what keeps you from feeling like a token in those spaces? 
And what actions can other people help to make people of color not feel 
like a token if they're in those situations where they're underrepresented?  

Faith  
I think one of the things is—I don't allow it to happen (laughingly scoffs). I 
don't go in and try to speak on b—I remember saying a lot of times, ‘I can't- I'm 
not speaking on behalf of Black America. But my perspective is dot dot.’ I think I 
said that a couple of times where it's like, "I'm not your token Negro. I'm just 
speaking on my perspective—my reality. And that is not necessarily the views of 
everyone else."  
 

 Due to Faith’s previous experiences of internally avoiding triggering 

conversations or interactions with individuals outside of her own cultural and ethnic 

background, she uses this internalized knowledge and wisdom along with care and 

empathy within her praxis. When centering her praxis on cultural awareness through 

songs and children’s games, Faith explained that she attempts to remain abreast of her 

students’ cultural backgrounds, while also being respectful and empathetic due to her 

lived experience, beliefs, and epistemologies as a Black woman. She explained,  

Even if I know where a kid is from—which I do. I usually get a list of 
students and information about what country they are from at the 
beginning of the year—and I choose my songs and games based on that. 
But I'll never ever tell them, “Oh, I picked this song because dis’ where you 
from.” No, no, no. Imagine being the only Black kid in a White school and 
anytime spirituals come up—can you imagine hearing, “How you sing 
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this? How do you say this word like that? How do you say this more 
Black? Like, I would melt. I. would. Meelllt. 
 
Patrice Rawlings and I shared a very emotional, passionate, and personal final 

interview. I cannot reiterate enough how impactful this study has been towards my 

personal understanding of Black sisterhood and most importantly—support. During the 

beginning stages of the study, Patrice made very powerful statements related to her 

perspective regarding respectability politics and Black woman in predominantly White 

musical spaces as well as Black fine art musical spaces. However, she openly 

expressed and gave me permission to include moments from our vulnerable 

conversation related to the constant internalized battle of demanding respect as a Black 

woman in music education. After reflecting on her previous statements and 

conversations throughout the interview process, Patrice explained in her final interview 

that she was beginning to rethink and unlearn many social constructs directly related to 

her positionality as a Black woman in music education and society. 

As I sat with her, she openly discussed how her performance of respectability 

politics and the pressure of outward expectations related to the performance of Black 

womanhood in music has caused her to reflect on whether she truly enjoyed the idea of 

being a commodity within her early performances of Eurocentric Western art music. As 

a result, she openly questioned the concept of acceptance and belonging within cultural 

music spaces. Patrice said the following, 

And so, I think one of the ways to be more supportive of Black girls and 
women in music education is to be a little bit more supportive of different 
genres and different avenues—different lanes. We all don’t have to sing 
R&B. We don't all have to want to put out a demo on the radio.  
I was actually thinking about some of the conversations that you and I 
have had and like, almost debating in myself of like, ‘Did I really like being 
a commodity?’ 
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 I really got into it today with some colleagues of mine because it's like I 
do—but was I really supported in that throughout my years [of 
performing]. Or did I like being a commodity just because it was sooo 
different? But I never looked at it as different until other people pointed out 
that I was doing something different.  
But like we said, how is it different when we have Marian Andersons and 
Leontyne Prices and Kathleen Battles? Like how is it different? But it is, 
though. And I've battled (and we've talked about this) I've battled my 
whole life with just people being like, ‘That's cool. But like, do you put stuff 
on the radio? Or do you do....’ And it's like, ‘No.’  

And I'm starting to realize that maybe I always was a little frustrated with 
the fact that like...people thought that that was a sub-category for me. Like 
maybe I was trying to get cool with White people or whatever. And it's like 
no. This is what I truly like to do y'all. So, yeah, I think just being a little bit 
more supportive of different genres and different things. We find it so 
strange when Black girls do other things. 

 While our personal conversation led to moments of shared vulnerability, I 

continued to think about the complexities of Patrice’s story—everyone’s story—and the 

responsibilities of providing a clear lens towards her story. How does the action of 

demanding respect through the acceptance of Black feminist expression in music 

trouble music education? Also, why must we demand it in the first place?  

The complexities of her positionality as a five foot two, young, Southern, HBCU 

grad, unapologetically Black mother, wife, and music educator with locs2 only add to the 

depth of her truly anti-essentialist and intersectional narrative. Thus, a wholistic respect 

through acceptance of the performance of Black womanhood in music education is 

more necessary than ever.  

I'll admit, and right off the top of my head, I've never had a bad experience 
to where someone literally like shut me down or shut my choir down. I've 
had passive aggressive [reactions]. And I think that is because of a little bit 
of the air that I carry, too.  
 

 
2 Locs is one of many colloquial names for dreadlocks. 
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I've taken a lot of gems from my teachers and my mentors. One of the 
things that my choir director back at [her HBCU] told me—he was like, 
"Because of your height and your stature, you might have to be a little 
abrasive when you meet people at first. Let them know that you're not 
playing no games", and things like that. 'Put a little height on, maybe wear 
heels the first day. But you might have to be a little abrasive. So, I've 
learned to walk into a room and like, and almost cut people's 
conversations off. Because it's like, I need them to know, I'm here. Like, 
you know, me and my students might walk in a room, and I'll walk right up 
to someone, like, ‘Hello, excuse me. Hi, my name is Patrice Marie 
Rawlings. I'm the choir director. Where do me and my choir need to go for 
us to warm up and prepare?’ And so, I gotta be loud. I got to be abrasive. 
 
During the open coding process, I noticed a trend of feeling disrespected or 

unaccepted due to participants’ personal intersectionality of being a Black woman. Dr. 

Natasha Taylor provided heartfelt suggestions to those who look to be more accepting 

and respectful of Black women in music education. 

Jasmine Hines 

…let me hit record. So, like I said, I want to continue to center this 
conversation on Black girls and Black women. But what I really want to get 
into during this last interview is that—you've had experiences of going 
through the institution of music education. You've had instances of not 
seeing your culture specifically represented. And then also seeing and 
being a part of those identified moments of representation through choral 
music or other music in education. So, in what ways do you think music 
education can be more supportive of Black girls and women who come 
into this field? 

Dr. Tasha Taylor 
By not gatekeeping. By not culturally appropriating African American culture in 
micro-aggressive ways. By not belittling the music of our culture—that is 
traditional to us. And—putting people in places that we can see, instead of 
always having us in the back. 
And understand that "Yes, we are some bad. ass. bitches. And we know shit. 
And we're really good at what we do."  
And I shouldn't have to cower or diminish myself, what I'm doing, or my self-
worth because you don't feel adequate. That sounds like a you problem. That's 
not a me problem. It literally took me almost four years into my doctoral process 
for me to finally step into where I am right now.  
Because Lord knows, I went up and down that imposter syndrome. 
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But it’s time for people in those spaces to make room [for Black women in music 
education]. We even need to have that talk to our brothers—our black males in 
this in this career field. They also need to make room. Because I’ve seen that go 
left as well. We find ourselves [you know] diminishing what we're doing [in order] 
to try to uplift and promote our brothers (deep sigh).  
 
Preparation. While not hierarchical in nature the philosophical tenets of respect 

and rigor are indeed relational towards participants’ personal efforts in preparation. 

Participants individualized preparational efforts included classroom managerial efforts, 

the investigation and construction of culturally reflective music curricular items, and the 

mediation of culturally relevant, insightful, and sometimes sensitive real-world 

questions. Throughout the study all participants stated that preparation is of the utmost 

professional importance but also personally important due to the individualized 

relationships between respect and culturally reflective pedagogical practices. All 

participants essentially noted that, due to their dedication towards the practice or 

preparing, they all were able to directly implement repertoire and lessons that were 

reflective of students’ personal interests as well as their culture. Unique to these women 

because of the lack of representation, many must personally create or arrange their own 

musical repertoire prior to the desired implementation in the classroom. Dr. Taylor, 

Patrice, Faith, and Ashely reiterated that, due to their dedication to preparing, if 

necessary— they were all able to construct meaningful cultural and personal reflective 

curricula for their students. Direct results of their preparation include the utilization of 

either original compositions or original arrangements reflective of their own cultural 

background and, most importantly, their students. The impact of culturally relevant 

materials in the classroom allowed for the participants and students to develop and 

enhance their musical skills and musical cultural competency. Ashley stated, 



 

103 
 

I always go into the school year—or at least I try to, but definitely within 
the past two years—I've definitely gone in with a long-range plan—like an 
aimed sequence. And I pretty much break down every single thing that I 
want my classes to learn. 
 
I teach both choir and general music. But I literally break down my choir 
into like four main categories. I have vocal pedagogy, music theory, aural 
skills, and repertoire. Within the repertoire, and even in aural skills, I make 
sure to include some kind of cultural aspect. So, I definitely take into 
consideration my demographics, and I say, ‘Okay, what ways can I make 
sure my Black and Brown babies are seen?’ and I pick out my repertoire 
from there. And not just coral rep. I can go gospel to choral music. We've 
incorporated hip hop. We've done musical theater. And for my repertoire, I 
always try to teach my kids the background and the history behind what 
they're singing and find some way to engage them in discourse—so that 
they can talk about it and see themselves more in the music. 

But long story short, I definitely plan ahead. I think that because of 
teachers’ lack of preparation going into the school year, it becomes harder 
and harder for them to diversify their curriculum.  
 
Like you can't wait until February to say, ‘Dang, I need some Black History 
Month mus—.’ Naw. You need to have that thing planned out well in 
advance. And you need to make sure you have all your speakers in line. 
And if you wanna call at the last minute, go ahead and make sure your 
budget is prepared. Planning ahead allows me to incorporate different 
cultures, get in speakers, and give my students the experience and the 
quality music education they deserve. 
 

Dr. Taylor  
We are workhorses. We've always been workhorses. Not only for this country, 
but every organization that we are a part of. But that's something that's been 
ingrained in us since our people were enslaved.  
 

Jasmine  
Speak on it. 
 

Dr. Taylor  
But it's like, yes, we are always in the background. Yes, we are—for the most 
part—pretty humble. Because that's what's been ingrained in us before we even 
knew why it was ingrained in us. But it's time for people to get over that. 
But you got to do your own work. Like, you got to do your own work now. I was 
like, ‘I can't help you with this, that, the other, and the third no mo.’ 

If anyone truly knows me, they know that I am slightly overdramatic—and now I 

have the correct word: goofy. Dr. T described my immediate bodily movements in 
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reaction to many of her powerful statements as goofy. However, these moments of 

exaggeration are not simply to be goofy, but a natural way of Black girl expressions 

often seen in support of one other. These deeply felt moments of understanding are 

expressed through “hmms”, laughter, goofy faces, or Southern mannerisms such as 

providing vocal affirmations towards a speaker. But these moments were left out of the 

cleaned transcript. However, in that moment of self-awareness, I knew I wanted to 

investigate why the term “workhorse” had reverberated that deeply with me. I have 

never shied away from hard work. But, until that moment, I had never sat with the 

concept of the workhorse. But I knew it was true. I heard her echo aspects of 

demanding respect and acceptance for Black women within music educational spaces 

while also helping us to lighten our historic workload.  

Patricia Hill Collins explained the history of Black women’s work ethic in the 

United States. Hill Collins (2000) wrote,  

For at least 75 years after emancipation, the vast majority of Black families 
remained in the South. Black women’s work was confined to two major 
occupations. The majority of Black women worked in the fields, with the 
male head of the extended family unit receiving any wages earned by the 
family unit. Such work was hard, exhausting, and represented little change 
from the work done by enslaved African American women. Sara Brooks 
began full-time work in the fields at age 11 and remembers, ‘We never 
was lazy cause we used to really work. We used to work like mens. Oh, 
fight sometime, fuss sometime, but worked on’ (as cited in Simonsen 
1986, p.39). 
 

Historically, it can be seen in our cultural mannerisms the tendency to personally 

demand more of our peers, put forth an aggressive work ethic, and fight for respect by 

way of acceptance of our own personalities, mannerisms, and epistemology. We may 

fight, fuss, and cuss but for the most part we work on—humbly.  

Representation 
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Faith—the only full-time general music educator in this study—has found a way 

for her personal love, interest, and appreciation for World music to be utilized within her 

classroom. Through continuous incorporation of multicultural children’s games and 

songs, she has not only found a way to explore diversity within the curriculum but to 

also honor the representation of the global Black musical diaspora in her classroom. As 

a result of this overarching respect and inquisitive nature Faith has for World music, she 

shared with me the inception of “Carnival Day” at her former elementary school. 

You know how like sometimes there’s women's history month, Asian 
history, or disability awareness month, sometimes I try to go off that and 
pick a composer that fits into the realm of what we’re generally studying or 
to pick facts.  
 
The steel drum came out at the last school I worked at. We had a large 
population of Caribbean students. And not only that—we had a large 
population of teachers that were from Caribbean islands. So got some 
steel pans, kid- friendly steel pans. And I started studying how to teach 
and how to hold the mallets. This was also while I was in my graduate 
program, so I wrote a curriculum based around that.  
We had performances on the steel pan. It's the moment where a kid came 
up to me and was like ‘I know what that is. That’s in my mama’s country.’ 
It was so cute. She was telling us all about what she knew. She started 
talking about Carnival. We ended up watching some live some recordings 
of Carnival. Like appropriate ones. We even had a guest come in on the 
steel pan. 
 
He brought all of these different instruments and we had the students 
come up and play. You know, some of the real steel pans. And experience 
it. We even incorporated a day… [to where] if you're from a Caribbean 
island, you could dress up in your [cultural] attire. We also created a 
Carnival Day where the kids created masks and all those kind of things in 
the classroom.  
 
It was a whole big deal. I'm not sure I've ever seen a whole Carnival Day 
at a school but, for us to have so many Caribbean students—why not?  
 



 

106 
 

Faith’s love for folk music, her early musical beginnings in the church, and being 

surrounded by the Black southern Christian musical tradition continues to supplement 

her love for music education and diversity within the curriculum. 

I am starting a Kodály program—which is learning music through songs 
and folk dances and folk traditions. And since our Folk in the United States 
is so mixed, I'm trying to be very mindful of the different cultures and 
different ethnicities and try to be open and to create new things. 
 

Her praxis is situated in the understanding, and thus respect for, praxis of varied folk 

musics. I asked her if the desire to create and program such a vast curriculum around 

Caribbean musical diversity originally stemmed from a place of personal teaching 

responsibility or through curricular or school guidelines and requests. Faith said the 

following, 

I feel like it is what I'm supposed to do. I think that music connects to so 
many different cultures. Let's be honest, music is a part of culture—food, 
what you wear—is all about culture. We really can’t do that with math, you 
can't really do that with science. But with art, dance, and music, that's how 
you really get to celebrate each other and show how we're unique. So, I 
do feel that it is my duty as an educator in the music field to bring that out, 
because I may not be able to do it anywhere else. 
 

 Meaningful cultural or ethnic representation in the classroom must begin with the 

educator having and maintaining respect for the individual students and their 

background. Every participant reiterated that they felt a special responsibility to provide 

representation in the classroom due to their own personal lived experience of 

understanding what it means to go without representation within a field or subject we 

love so much. Faith said the following,  

As a Black woman in a predominantly Eurocentric field, I have a unique 
experience in teaching in an ethnically diverse classroom. Understanding 
that I did not feel ‘included’ as a school aged student, I find it integral to 
eradicate those feelings for my students.  
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She then provided sentiments around the often-heard hesitation related to incorporating 

or adopting a multicultural musical approach and the concern of cultural appropriation.  

I’ve spoken to Caucasian colleagues, and they’ve said they have an 
underlying fear of appropriation that I’ve never experienced. The whole 
appropriation thing—I don't have that feeling of... 
 
I'm not afraid to touch other music. I'm not afraid to try a different 
language. I'm not afraid to mess it up and tell somebody, ‘I'm messing it 
up. Let me figure out how to fix this. Let me let me find a native tongue.” 
I'm not afraid of that. And I think that White women have to kind of tiptoe 
around those kinds of things. Or they feel nervous about ‘Am I doing this 
right? Is this a minstrel song?’ All those kinds of things, where I don't have 
that fear.  
 
I can actually pull from music that was passed down from my parents and 
grandparents and great grandparents and introduce that in schools—to 
have that personal experience. So those are some of the things that I feel 
that I bring my music program as a Black woman that someone else could 
not do if they didn't identify as Black woman. 

 
Participants often took notice and personally felt the weight and effects of the 

underrepresentation of Black women within the field of music education. Because of 

their lived experience of recognizing and experiencing oppressive or inhibiting 

structures related to cultural and personal representation in music education, these 

Black women looked to push racialized boundaries while simultaneously evoking a 

sense representation and a spirt of perseverance within music education. Patrice 

explained how she encourages moments of individual cultural authenticity and personal 

expression to be represented within her choir:  

…that just leads into, what we were talking about like, I don't really feel 
any type of way about being the BLACK person in the room. Or that just 
being a part of the adjectives they gotta say about me and my students. I 
feel no type of way about it at all. 

Our [Conway] school showcase was a huge thing. I wanted that 
performance to be about the fact that we were about THE BLACK school. 
Even our little intro—a student wrote it. And of course, you know, I worked 
with him on it and stuff like that. But we made sure that they knew like, 
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‘Mrs. Rawlings lets us know, not to let the rest of this city count us out.’ 
And to say that in front of a room full of White people that were counting 
you out, I felt like was a big thing, you know. And even the jargon that we 
wrote it in wasn't so formal.  

And so, hearing that but seeing the contrast of this very professional 
group—those are things that I feel are well representative of us. Our attire 
for that day. I made it a point that we need black hoodies that had 
[Conway] in big block letters.  

So, like our attire for the rehearsal day, I told them, ‘I need y'all to be in 
your hoodie. I need your hair to be fresh, fried and laid to the side. Finger 
wave it. Do whatever you want to do. But I need y’all to be fly. Pull out the 
flyest shoes you got.’ And we came in there looking like the hood school, 
but my kids looked good! And it was time to rehearse, the kids stood up 
together, they flipped together, they walked on stage. 

Rigor 
  

When exploring the idea of rigor, I am largely influenced by the educational 

theoretical model of Culturally Responsive Pedagogy (CRP) as defined by one of the 

original theorists, Gloria Ladson-Billings. Ladson-Billings—a Black woman—

conceptualized the educational theory of Culturally Responsive Pedagogy. The 

educational item in question must provide students the opportunity for student learning 

and academic success, cultural competency, and critical consciousness to be 

considered culturally responsive (California Department of Education, 2020; Ladson-

Billings, 1995, 2000a).  

Student learning and academic success. Ladson-Billings (2000) explained 

that students, especially students of color, should be reminded and encouraged to 

embrace academic achievement and rigor. Student learning can be defined as, 

“students’ intellectual growth and moral development, but also their ability to problem-

solve and reason” (California Department of Education, 2020). However, within Black 

youth culture and within academic spaces, Black students may associate the concept of 
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academic achievement as contributing to Whiteness (Ladson-Billings, 1995, 2000b, 

2009). As a result, academic success may be considered synonymous with acting 

White. Therefore, if students do not wish to be seen as White or be associated with 

Whiteness, Black students may choose to do poorly or not perform up to their full 

capacity within academic settings (Ladson-Billings, 2009). This paradigm underscores 

the necessity of culturally relevant and representative learning materials, specifically for 

students of color, within music education.  

Cultural competency. When administrators, teachers, and school environments 

acknowledge the legitimacy of students’ language, music, and epistemologies—

supported through constant curricular items that reflect the lived cultural experiences of 

said students—students can achieve academic excellence thanks to cultural 

competency (Ladson Billings 2009). Cultural competency within education can be 

understood as the ability to learn and appreciate one’s culture while also understanding, 

appreciating, and interacting with others.  

Sociopolitical critique. Perhaps the most difficult and uncomfortable nature of 

CRP is acknowledging and challenging the systemic exclusion of groups of people and 

the social benefits that are often denied because of this (Ladson-Billings, 2000). Critical 

consciousness can be defined as, “The ability to identify, analyze, and solve real-world 

problems, especially those that result in societal inequalities (California Department of 

Education—Culturally Relevant Pedagogy, 2020). Educators that engage in culturally 

relevant pedagogy must be brave enough to acknowledge their possible shortcomings 

as an outsider. 
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After analyzing continued conversations with participants along with their 

submitted artifacts, it became clear that they all undeniably adhere to a culturally 

relevant pedagogy. This was seen in the critical examination of race, ethnicity, culture 

and questioning of why underrepresentation takes place within the institution of music 

education. Questions, teaching examples, or performance practices examined 

throughout the study consistently displayed aspects of sociopolitical critiques as well as 

rigor in each participant’s classroom. As a result of this sociopolitical rigor and critical 

examining of the construction of music and knowledge, participants encouraged 

students to provide their own interpretation or experiences of topics related to music, 

knowledge, power, and culture in music education. 

When attempting to take a peek into the ethos of each participant’s classroom 

and style of teaching, Ashley Darling provided the following general music reggaeton 

centered lesson plan as well as a sample lesson plan of her approach towards teaching 

“Ain’t No Mountain High Enough” by Marvin Gaye featuring Tammi Terrell and 

personally arranged by Ashley Darling.  
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Figure 4-1. Ashely Darling’s excerpt from reggaeton unit in her high school general 
music unit 



 

112 
 

 

Figure 4-2. Ashley Darling excerpt from her “Aint No Mountain High Enough” lesson 
plan for high school choir 

 
Within Faith’s classroom she ensures cultural competency by providing 

representation of historical culturally relevant musicians from various musical 

backgrounds.  

 

Figure 4-3. Faith’s diversity through imagery of 20th and 21st century historical cultural 
music icons within her classroom 



 

113 
 

At the conclusion of Dr. Taylor’s submitted lesson plan, she posed these personal 

reflective questions She titled this section within her lesson plan as, ‘Helpful 

hints/reminders when planning.’  

• Do my expectations match what the students will be doing? 
• What will be the focus of my instructional techniques?  
• Will my students be able to answer the question at the end of the day?  
• What percentage of my lessons are student centered?  
• What differentiation can I provide? How can I adjust instruction today or 

tomorrow?  
 

 At the conclusion of this study the philosophy and praxis of the participants can 

be described within four interrelated tenets, (a) respect through acceptance and 

inclusivity, (b) preparation, (c) representation, and (d) rigor. As mentioned within the 

introduction of the mosaic, it is difficult to describe our philosophy as there are little to no 

music education philosophical or paraxial writings that account for Black women’s 

culturally influenced epistemic perspectives towards music teaching and learning. You 

can’t be what you can’t see.  

During my final interview with Patrice, we both agreed that this meeting was of 

divine intervention. At the time of the final interview, Patrice indicated to me that, due to 

personal reasons, she was seeking new employment within the music education field. 

As a part of her job application, she was required to submit a personal teaching 

philosophy. However, after conducting personal background research and familiarizing 

herself with historical music education philosophical statements, she became frustrated, 

stuck, and defeated. After having this personal conversation in the midst of our formal 

semi-structured interview, I invited Patrice to stay online not only to discuss her draft of 

her teaching philosophy statement but—as approved by her—I saw this as an 

opportunity to seek trustworthiness and validation of my developing themes amongst 
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participants. I wish to conclude this section by drawing attention to the Black feminist 

epistemological tenets at work. Without the vulnerability of each participant, their mutual 

support, moments of holding each other accountable throughout the research process, 

believing each other’s stories, and finding meaning throughout our shared experiences, 

and their unapologetic reflections of care towards others and the field of music 

education, none of this data would exist. Thus, thank you for the full participation of 

Patrice, Dr. Taylor, Ashley, and Faith.  

Jasmine Hines 
So, what I've done this whole time is like during all of y’all's interviews is I've 
gone in and coded stuff according to what I know about philosophy—just some 
like basic tenets, or descriptors that kept coming up, and at end I saw the most 
consistent codes and condensed them into themes.  

 
So, the first one that kind of came up, was a philosophy and praxis. So basically, 
what we believe and then the result of what we believe. So, our actions as a 
result of our beliefs. And so, when I was looking, I saw that everybody basically 
put respect at the top of what they believe or at least that’s what I saw as an 
outsider listening to y’all’s stories and hearing y’all’s reflections and made about 
your students. Y’all fully believe in respecting individuals. Y’all encourage 
students to show up as they are. And I can see y’all have the perspective of  
‘however you show up to me—bottom line I will give you respect.’  

  
So, after that, not necessarily in any order, but because of that respect, we value 
representation, which is often based on our lived experience. Because we didn't 
have that representation of what we wanted to be or see in music education, we 
know the feeling of what it feels to be left out—in a sense. Therefore, we really 
work to provide some aspect of representation for our students. 

 
And I think specifically with you—you take that representation from a musical 
lens and spin it on its head. You say, ‘although you are Black, although you are 
Latinx, I personally value you and the representation and barrier breaking you 
provide in choral and vocal art music. So, this is who we are and what we have to 
share.’ 
And I think that's rooted in black feminist epistemologies because we personally 
know what it feels like to not have that representation—whether it’s culturally, 
musically, or by gender. So, I think we just do it inherently, and it shows up.  
I think we can't have that representation without some sort of preparation. We 
value preparation in a way that we're always planning. And I, and I saw this with 
you, because there ain't no way in hell I could ever do all of this unless I was 
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organized and on point. Like this(points to Patrice’s printed out CV), that ain't my 
ministry. 

 
Patrice Rawlings:  (deep sigh) Look I be working, like I be working. Like when I get 
somewhere new [job]. It's just like, we need to show. We need a this. We can be doing 
this. We're gonna be doing that. Like, I be working. 
 
Jasmine  

And I see that in you and every other Black woman that I'm talking to. But 
because we value that representation, we value that variety, we value musical 
skill building—we have to prepare.  
 
But we do it from the lens of wanting to provide for our kids. And also from some 
personal drive, but ultimately, as a teacher it's for others. And so, with that 
preparation, we automatically have rigor built in. Because we're not gonna half 
ass no stuff. We like quality. We like creativity. We. like. it. on. point. And so 
naturally, that's going to come with some demand of hard work or some rigor 
from our students. However, we make sure our standards are being met, but at 
the same time make sure our students are being challenged musically, 
intellectually, emotionally, you know, holistically, and so we… 

 
Patrice 

I gotta make sure they know how to make the right decisions. 
 
Jasmine  

It's care. There's rigor in our care, there's rigor in our teaching, there's rigor in our 
music, there's rigor in our planning. And so all this it, has to work as one. And I 
feel like I'm getting to sort of the essence of like how we teach. And so those are 
really four things in philosophy that I saw where I was like, ‘We believe this, we 
embody this and, as a result of it, we get our praxis.’  

 
 The following conceptual model was constructed to visually summarize the 

interdependency of each core philosophical tenet examined within this study. The outer 

extended boxes list the summarized praxial implications as a result of each 

philosophical tenet. Each praxial implication was constructed and named by the 

researcher as a way to collectively describe the pedagogical impact of the participants’ 

Black feminist informed pedagogy.  
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Figure 4-4. A Music Education Philosophical and Praxial Implications Model Informed by 
Black Feminist Epistemic Perspectives  
 

Passion through Freedom: Black Feminist Expression in Music Education. 

Within participants’ individual praxis, each participant indicated moments of feeling 

freedom or expressing passion in the classroom. Through freedom and passion, they 

exhibited personal autonomy within their classroom and have developed a fierce sense 

of pride towards their personal teaching approaches and their students. 

When discussing the ethos of participants’ individual classrooms, each 

participant described qualities of encouraging familial like relationships, titles, or close 

bonds to establish a sense of authenticity, bonding, and freedom. While these 

pedagogical approaches were inherently established for the purpose of promoting 

camaraderie amongst students, they deeply impacted each teacher as well. Patrice 

noted, “When I’m teaching, I feel the most freedom when it's just me and my kids in the 

class. The moment we step outside of that classroom, I feel like we got to put on for 
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somebody. Somebody.” When discussing the concept of emotions or internal feelings 

when teaching in the midst of feeling a sense of freedom or passion, I found that they 

associated these moments of freedom through teaching as being able to showcase their 

full authentic teaching identity. Dr. Tasha Taylor provided the following sentiments 

regarding finding her authentic teaching style and providing encouragement for future 

Black female music educators:  

To be a Black female music educator—I wear it now as a badge of honor 
and a badge of pride. And I make sure that my choirs are on point, that's 
non-negotiable. I realized that I represent, unfortunately, [I’m] still 
representing an entire group of people on my shoulders. But I wear it with 
pride. I feel like I let [O]ther people know that ‘we're here’. Just to let the 
majority in our field and profession know that we are here. And we should 
be spoken to. And no, it shouldn't have taken a doctorate for you to finally 
listen to me. 
But now that I have it, you are going to listen and you're going to listen, 
apologetically. Oh, and I'm going to talk loud. And I'm going to drop my 
ending consonant sometimes when I'm talking with friends. Because that's 
what we do. And I'm going to be unapologetically me. 
 
I think it takes a lot to be confident, but when you get to a point in your 
career where you are completely comfortable in the pedagogy and your 
classroom management and your fundraising and things of that nature—
you kind of start to walk with your shoulders back a little more, and you get 
a bit of swag about yourself.  
 
And [then] things and people start to migrate towards you and your 
energy. And so, it's time for us to return to our crowns. You know, it's time 
for us to put our crowns back on and really dig in and be the leaders of the 
next generation of black female music educators. 
 
Ashley Darling notably calls herself and professionally presents herself as ‘The 

Passionate Black Educator.’ During many of our conversations, the concept of freedom 

and passion arose frequently. Ashley shared this story and shared experience related to 

Black women, emotion, and passion in society:  

Ashley Darling 
Last week I went to a particular workshop titled, ‘I'm Healing from White Supremacy 
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Culture,’ and it was only for educators of color. And it was majority women of color, and 
it was spearheaded by a Black woman.  

And she was talking about how she's a principal of a school. And at one point, she got 
frustrated and she started crying. And she knew that it could come off to people who are 
under her as her being the angry Black woman. So, in that moment, she had to shift 
their mindset and say, ‘I'm not here as an angry Black woman, I'm here as a woman 
with emotions and who feels some type of way. And the same way that y'all would sit 
with White women, and listen to them and take their tears...’ 

Jasmine Hines 
Through their tears. 

Ashley Darling 
Yes. Y’all are gonna have to sit through this and take into account my tears just as you 
would a White woman. And that needs to be understood in all fields, whether in 
education, whether it's in corporate business—whenever we are speaking on something 
that frustrates us, do know that at times, it can come from a place of anger. At times it 
will come from a place of passion. At times it will come from a place of just being sad. 
But at the end of the day, last time I checked, Black women are human too. 

We should be allowed to express a wide range of emotions without any repercussions 
in the field of music education. They should be allowed to have that full range of 
emotion. And we should be allowed to be our authentic selves—hair and nail color, 
short hair, straighten hair, kinky curls, whatever it is that they want to do.  

 During a follow up question related to her self-identified title as “The Passionate 

Black Educator,” I asked Ashley how she would define “passion” and why she chose 

this particular word to describe her teaching. Due to my experience within the Sexuality, 

Women’s and Gender Studies department at the University of Florida, the word 

“passion” is not a phrase to be taken lightly in the field of feminist studies. In our final 

interview, I read the following passage and definition from bell hook’s (1994) “Teaching 

to Transgress: Education as the Practice of Freedom” regarding passion in education. 

hooks (1994) wrote,  

The quest for knowledge that enables us to unite theory and practice is one such 
passion. To the extent that professors bring this passion, which has to be 
fundamentally rooted in a love for ideas we are able to inspire, the classroom 
becomes a dynamic place where transformations in social relations are 
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concretely actualized and the false dichotomy between the world outside and 
inside world of the academy disappears (p.195). 

hooks also stated that, “Beyond the realm of critical thought, it is equally crucial that we 

learn to enter the classroom ‘whole’ and not as ‘disembodied spirit’…One of the central 

tenets of feminist critical pedagogy has been the insistence of not engaging the 

mind/body split” (p.193). After providing Ashley with the previous excerpts, she provided 

the following reflections, 

I definitely would say there is something to the body and mind being connected. 
And that's one of the reasons why I dubbed myself The Passionate Black 
Educator, because even with the letter like—there was some moments leading 
up to it where I was angry, but when I penned that letter, it was with passion.  
I wanted to change that narrative of being an angry Black woman. But I just want 
people to realize that I am who I am. I use a lot of hand movements. I have a 
very big voice. I am a very lively person. When you see me present live, like, you 
can just tell that I'm pretty energetic. That's what's in my mind and that's what 
exudes through my body movement. It is passion.  
 
The way that I show passion to my kids, is just by being a lively educator.  
One of the things that showed up, (and I was actually pretty surprised) within my 
end of the year surveys that I gave to my kids—they often said that you could 
always guarantee that Mrs. Darling is going to be live. She's going to be full of 
energy when you come into class. And it's always gonna be a good time, even if 
we are discussing heavy topics. They see that I'm very passionate about what I 
do, therefore, they're invested in my class. 

If you can't—as a music educator—move with passion… There's a difference 
between passionate educators and paycheck educators. And kids can see that. 
So, if you're a music educator, you’re just giving out worksheets or doing the bare 
minimum. You're not even invested in what the kids are invested in. 

 The letter Ashley referred to in the above statement is in reference to her 

passionate and unapologetic Facebook post—turned viral letter—directly penned to 

White colleagues within music education. Her letter directly addresses the misuse, 

abuse, and exclusion of Black culture largely within K-12 music ensembles. Her letter 

then turns a lens towards the collegiate music education space, specifically 

Predominantly White Institutions (PWI) as the head of the epistemic and educational 
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cycle of music education and their exclusion of historic and modern Black choral 

repertoire and teaching materials. The original Facebook post was posted at the peak of 

social justice uprisings during the summer of 2020. When reflecting on the letter during 

our interviews she stated, “It took me a long time to get to this point. I think after the 

summer 2020, I officially turned on my ‘F-It’ switch.”  

But for many of us, as a result of operating within a predominately White 

educational or music educational world, we often noticed a difference in the provided 

example of energy, passion, and presence in music education. Many of these provided 

examples of music teaching are deeply reflective of Eurocentric or White American 

epistemically informed ways of teaching. Thus, Black individuals within music education 

must construct a holistic ontologically affirmative teaching praxis. As mentioned by 

Faith, concepts of tokenism, coded mannerisms, and expectations related to 

professionalism, and contention related to historical underrepresentation within music all 

created unique ontological questions or concerns of belonging within the field of music 

education. Many of these sentiments were said alongside moments that could be 

described as feeling a lack of freedom and restriction of autonomy. In a side 

conversation with Ashley, we openly shared our excitement for American international 

track star, Sha ‘Carri Richardson’s United States Olympic qualifying run. Ashley offered 

this piece of passionate advice.  

And that goes to prove that if you just give Black women the space to 
be their authentic selves and just operate at the capacity and the way 
that they need to operate, without any outside influence and without 
repercussions. And if people can just change their perspective…and 
that kind of goes along with providing that safe space. Like I was in 
the—I was in a dismantling White supremacy conference… 
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Tracing Epistemic Resistance Amongst Black Women in Music Education 

Throughout the entire study, participants noted several concerns and frustrations 

toward the lack of cultural acceptance or access to culturally reflective learning material, 

the lack of culturally inclusive praxes within music theory and music history collegiate 

courses, and the inequities related to financial support and funding due to the 

intersection of class and race amongst participants. The complexity of these sentiments 

speaks to the intersectionality we—as Black women—face within music education and 

how interrelated social constructs such as race, ethnicity, educational status, 

socioeconomic status, and others impact not only our approach to teaching but also the 

quality of our teaching. However, this is not to say that the lack of access equated to 

deficit—if not quite the opposite. While the lack of access was noted as an annoyance 

and time consuming in specific situations—participants’ individualized perseverance to 

obtain access or create access for their students exemplifies resistance against 

hegemonic or oppressive systems within the institution of music education. Thus, when 

examined more closely, at the root of these complicated programs is the concept of 

white hegemony in music education and how each participant personally resists through 

their praxis.  

White Linguistic Hegemony and the Denial of Black Culture and Language. 

In the opening line of Faith’s autobiographical sketch she stated,  

Thinking as far back as elementary school, I recall having (and only knowing of) 
White female music teachers—very cheerful and energetic. I [remember] learning 
about famous musicians from Europe that were all male. My perspective as a 
child was, White ladies teach music and White men create music.  

Faith, along with all participants, shared moments in which they ascribed Whiteness to a 

specific academic or professional area within music education. As mentioned within 
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Faith’s autobiographical profile, due to the lack of representation and cultural reliability, 

Faith considered cutting off her access to music education at a very young age.  

During cross case analysis, the code bimusicality arose but was often 

interchangeably coded as musical versatility. Bimusicality, a term initially coined by 

Mantle Hood, was used to express his personal ability to understand and perform 

“Western” and “Eastern” music after traveling, learning, and performing with Chinese, 

Javanese, and Indian musicians (Hood, 1960). Hood explained the difficulties of 

examining musicality but ultimately explained that musicality is a marriage of musical 

knowledge and musical practice—or praxis. 

In the world of music, one occasionally hears of the highly skilled 
mechanic who fancies himself a performer, the clever inventor who 
passes himself off as a composer, the diligent historian who believes he is 
a musicologist and the professional educator who confuses method with 
music. At the risk of oversimplification let us say at least that all of these 
diverse representatives of the field of music would seem to have one trait 
in common a lack of musicality. And what do we mean by 'musicality?’ 
First let us note that the Harvard Dictionary of Music wisely skips from 
‘Musical glasses’ to ‘Musical offering,’ and then-again at the risk of 
oversimplification let us pass on to Webster's Unabridged Dictionary 
where ‘musicality’ is defined as ‘musicalness’ a noun form of the adjective 
‘musical’ under which, at long last, definition number three may be quoted: 
‘Fond of, or intelligently appreciative of, music; as, a musical coterie; 
having a natural aptitude for music.’ 
 
The training of ears, eyes, hands and voice and fluency gained in these 
skills assure a real comprehension of theoretical studies, which in turn 
prepares the way for the professional activities of the performer, the 
composer, the musicologist, and the music educator (p.55).  
 
As mentioned by Faith, while other colleagues may avoid the vulnerability of 

learning to be musically multilingual—Black women in the field come by it naturally as it 

has been a tool of survival within the Eurocentric Western art dominated institution of 

music education. Interestingly, Ashley gave her autobiographical sketch a title that 
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identified her as belonging to two different cultural and musical worlds: hip hop and 

Western choral music. When asked about her participation in both hip-hop and R&B as 

an independent artist during her time as an undergraduate, I used the word bimusicality. 

I provided a quick definition and asked her to describe the feeling of being a part of two 

different musical worlds. However, when asked at the end of our first interview, if she 

had any lingering thoughts or questions she wanted to state for the interview, she said 

the following:  

I think the only thing that caught my attention was…one thing that’s still 
lingering on my mind. You said something about bimusicality or something 
like that. I just call it musical code-switching. I have a whole shirt for it and 
everything. So yeah, I just call it musical code-switching. Like the ability for 
you to be able to go from Eurocentric music to whatever else it is—like 
you would think with everything that’s going on. The amount of talent 
within these other races—other cultures—would decenter Eurocentric 
music. 

Like musical code-switching is a thing. Literally that’s all I did throughout 
college. All I did throughout high school, middle school, elementary 
school. Like when I’m in front as the teacher, tall vowels, space, bel canto 
singing. But when I go home, it’s like the episode of Family Guy… 

We can listen to the music we want to without people saying, ‘Oh, rap is 
garbage.’ If the technique is poor, you can ruin your vocal cords. Last time 
I checked, if you squeal up to a high C incorrectly—that’ll put you on bed 
rest for a couple of weeks. So, just chill out.  

An emergent theme that occurred throughout the study was Black women’s 

ability to alter their personal demeanor according to the sociocultural mannerisms 

expected of them within different cultural settings. This was often associated with 

sentiments of desiring to refrain from code switching and present their authentic selves 

in specific music education spaces. Throughout the coding process, codes such as 

code-switching, musical skill building, and bimusicality, were often coded alongside 

situations where the participants expressed moments of recognizing culturally 
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influenced epistemology or moments of ontological questioning. However, after further 

examination of similarities and coding between the overlapping conversations that 

exhibited moments of epistemic resistance, ontological difference, and bimusicality was 

the construct of race and racism.  

The concept of changing one’s speech to adapt the cultural mannerisms and 

speech patterns of another as a tool of assuming social capital can be understood as 

code-switching. In Zeus Leonardo’s (2012) chapter, “The Color of Supremacy: Beyond 

the Discourse of ‘White Privilege,” he provides the following example of the essence of 

this detrimental ontological questioning from a different ontological perspective,  

For example, if White middle class children entered the ghetto, they would 
find that their assumed norms did not guide interactions between people, 
and they quickly would realize that they were out of place and even found 
to be lacking. Their daily culture would mismatch what was expected of 
them, much as the way children of color enter schools out of sync with the 
official milieu—what Lareau (2003) calls separation compared with the 
interconnectedness that middle class people experience.  
 

 While moments of mismatch were often welcomed through a respectful 

exploration and dialogue of diverse cultural music as expressed within an earlier 

section, Black women provide a unique epistemic and lived ontological knowledge 

towards the concept of musical code-switching in music education. Particular moments 

of expressed ontological questioning were seen in statements such as but not exclusive 

to (a) questioning one’s hairstyle or texture in professional spaces, (b) changes in 

speech inflection when talking amongst colleagues, (c) dress or attire in performance 

spaces, (d) personal detachment from repertoire and curriculum within participants’ 

music education experiences, or in some cases, (e) their entire sense of denial of being 

or belonging in music education spaces. These instances were coded as ontological 
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questioning or lack of belonging. While code-switching is often associated with 

language, Patrice described the multifaceted ontological nature of code-switching:  

It's a code-switch but not even racial codes, it’s a professional code-
switch. And I always have to let my administration know, ‘You might not 
see the link. But, I have the link. I'm not gonna embarrass us when we get 
in front of these people.’ I know how to speak. I know how to dress. I know 
what to do. But like that link—I'm gonna put that in my pocket until I got to 
be in front of these people or whatever. So, it’s a professional code-switch 
and letting them know, ‘I got this. We good.’ 
 

 After talking with Patrice, I have come to understand that her link is the unique 

familial and communal bond she creates with her students by way of maintaining her 

authenticity within the classroom. All participants—and I—can attest through the Black 

feminist epistemological understanding of knowledge through lived experience: code-

switching is exhausting to the soul. It is depleting. Ashley Darling explained,  

But yeah, like the code-switch? I got it. But I'm just tired of doing it. I'm 
tired. Like you hear it all the time in my presentations. I’m so tired of code-
switching. It’s too much.  
 
So, I don’t code-switch in my presentations anymore. That’s why you’re 
getting whatever color hair my hair is that day. Right now, it’s a natural 
color but, tomorrow it could be purple (I’m actually considering that). 
That’s what you gon’ get. Even with my headshots—at first I was all 
professional. And then I was like, ‘you know that I want my headshots to 
represent who I am as an educator.’ So, that’s why I had a bright, hot pink 
background with me and my baton and I made sure not to do the 
crisscross applesauce. But all of it should be accepted. And for little Black 
girls who look like—in the future—I want it to be ten times easier for them 
when they come into this field. That’s that.  

I feel that I have a lot of responsibility as a Black female music educator. 
As I told you earlier, it feels like a sorority. Like when you find another 
Back woman educator, you cling tight to them. It’s an automatic love. But 
I’m paving the way—or at least I’m making it my business to pave a pat—
for Black female music educators to come into the field and be 
comfortable being themselves.  

Faith explained that the lack of personal interest in buy-in towards learning music 

different from her culture at the pivotal time of transitioning into 6th grade at a fine arts 
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magnet school led to a hiatus between her and music. As a result, this has led to a 

passion for creating K-5 Kodály inspired multicultural music resources but with the 

practice of folk music in mind. Similarly, to Faith, all other participants expressed their 

concerns as well as perspectives towards the utilization of traditional Western classical 

music notation. Music theory was a frequent emergent theme throughout the study. Joy 

explained that, after enrolling in her new public middle school, her success with sight 

reading and music theory changed: 

And from there—I don't know how or when I learned to sight read. But in 
eighth grade I auditioned for All-State. And each year that I auditioned, I 
made All-State. Every year and I will see Dr. Ryan in my head I was like 
‘middle finger, middle finger to you’ That lady [middle school choir director] 
was who started me back into loving music again and then there was Ms. 
Ellis who I met the next year. She lit a fire and the passion back into music 
for me. I think if it hadn't been for both of those two women… They were 
very influential in who I am in music in general, but not just music 
education… but just having a passion for music and because I had lost it. 

 Music Theory, Music History, and Music and Culture as Knowledge 

 Faith explained that the lack of personal interest and buy-in towards learning 

music different from her culture at the pivotal time of transitioning into 6th grade at a fine 

arts magnet school led to a hiatus between her and music. As a result, this has led to a 

passion for creating K-5 Kodály inspired multicultural music resources but, with the 

practice of folk music in mind. Similarly, to Faith, all participants expressed their 

concerns as well as perspectives towards the utilization of traditional Western classical 

music notation. Music theory and history were a frequent emergent theme throughout 

the study. Faith explained that, after enrolling in her new public middle school, her 

success with sight reading and music theory changed. Patrice’s perspective towards 

Western music notation also is also influenced by remixing and doing something 

different. As a result, her application of Western notation also exudes versatility as well:  
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Why not give them something different? My class—even teaching 
theory—I can teach you theory.  

I when I taught high school, my students were excited about the days that 
I taught theory. I would want them to see that I am teaching this theory 
through the Migos3. I don't have to teach this theory with pen and paper—
with a pencil and paper—through Mozart or whatever, like no, we gon’ put 
on ‘Bad and Boujee’ and I'm about to show that y’all that all he do is write 
and rap triplets—and when Uzi Vert come in, he gon' switch back to the 
eighth note. So, that's what we do in life. Right? Or—let’s flip that and the 
add some classical music or let’s, you know, let’s do something like this. 
That's just always how I’ve been in the classroom because, I still want to 
be me. Like, I'm young. 

Dr. Taylor. Dr. Taylor, who went to a historically black university for her 

undergraduate degree, had this to say about her experiences with the required music 

history and theory courses she encountered as a music education major:  

It's just the application and the way that they go about teaching, and the 
music they go about using to teach. It’s not relevant to us. So, I'm sitting 
here like hours upon hours in music history class, like—why do I have to 
know what this is at the drop of a pin? Okay, Theory Three. Theory Three 
actually wasn't terribleeeeee. I was good in Theory One because I had AP 
music theory. Although we couldn't test out of theory One. I was still doing 
good. But it felt like, you know, we went from zero to 10. And in Theory 
Two, we went to like 50. And in Theory Three… 
 
So, I did feel like I felt like I was missing something in Theory Two. And 
that's probably because there was kind of like a language barrier. My level 
two theory teacher was from overseas, I think she was Russian—a 
Russian composer. Brilliant! However, she would say, ‘Oh yeah, you're 
gonna be doing these eight- bar compositions.’ And I'm like, ‘Wait, we 
were just naming chords!’ 
 
These women openly expressed the value of traditional Western notation. 

However, all have purposefully taught or expressed sentiments of actively changing the 

perspective in which traditional Western notation is used in order to best accommodate 

their students’ cultural background, learning speeds, and musicality in the classroom. 

 
3 The ‘Migos is an all-male hip hop trio originally from Atlanta, Georgia.  
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Based on their lived experience and individual struggles with music notation, Western 

classical music history, and music theory undergraduate courses, these educators are 

actively reflecting and incorporating elements of their bimusicality and elements of their 

lived experience as criteria of meaning to ensure more relatable experiences with 

traditional Westernized musical tools and their students’ own cultural and musical 

backgrounds. However, much of their contention with the academic conceptualizations 

of music history and music theory collegiate courses is centered in the awareness that it 

is not entirely the tool but the method in which the tool is used that can be culturally 

adjusted. 

Jasmine Hines 
In context to the majority of musicians throughout the world do not use or write 
music, I found that interesting as this is something that I’m trying to project to a 
lot of people in my field. Just because people don't read notes on staff doesn't 
mean they aren't musicians. So- 

Amanda Faith  
Because it's a very European way of thinking, this whole staffing is such a 
European way of thinking. When you think of most musicians around the world 
that aren't in the Western, European demographic, they're not reading the staff, 
because—the staff—that’s just not something they use. But they may be able to 
play the heck out of their instruments and come up with some of the most 
beautiful melodies. And they're musicians. 

  
But we get away from that in the United States because we're still trying to stay in 
this Western world ideology of what a musician or musicianship is. There's so 
much more to being a musician than reading something on a staff, especially in 
the year 2021. If you think about when the staff was created because there was 
no method of recording. 

 
There was no audio recording method for Guido [of] Arezzo to utilize for 
his church music,. But now we have so many ways for people to learn 
music with technology. So, is reading music really fundamental? Or are 
we just trying to keep with this Westernized approach?  
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 We then shared our common frustrations with music theory. When discussing the 

usefulness of music notation, Faith provided the following personal reflection of how 

music notation can be used as a useful mental and visual tool. She stated,  

Yes, skill. Yes, yes. But not even just for the sake of learning a music skill. But 
more along the lines of—it challenges the brain to work with your tonality 
especially in your head [audiation]. To be able to jump from one pitch to the next. 
It strengthens those skills. But from the perspective of ‘can you read from a 
staff?’. I really don't care about that.  
 
But I still teach it. Because at the same time, Jasmine, I do want to teach it. I 
don't want any of my students to be out in the world and not know how to do it. I 
don't want to set my kids up for Okey doke. 
 

Jasmine  
I hear you. I'm the same way. I'm realizing with everyone that I've talked to 
[participants in the study], they all had moments of confrontation between 
Western music theory. Like maybe had issues in music theory class, music 
history class, or just the whole premise of this is not how we intentionally make 
music or create music or read music in our culture. So, I'm seeing a lot of people, 
a lot of Black women have that revelation of had those moments of revelation 
that we don’t have to center music theory and we don’t have to know how to read 
music in order to still be musical. But, as educators we see value in the skill.  

 
Faith explained that after purposefully failing out of the audition based fine arts 

magnet middle school, she found her love for music again due to consistent mentorship.  

And from there—I don't know how or when I learned to sight read. But in 
eighth grade that I auditioned for All-State. And each year that I 
auditioned, I made All-State. Every year and I will see Dr. Ryan in my 
head I was like ‘middle finger, middle finger to you.’ That lady [Ms. Lakely] 
was the one who started me back into loving music again. 
 

White music educators predominately taught Faith. However, Faith recalled a very 

impactful musical moments regarding cultural representation and a sense of belonging 

and reliability related the late Moses Hogan. She explained, 

It was either late middle school or early high school, early eighth or ninth 
grade. And I don't remember thinking it was a big deal at all, because, first 
of all, he's a Black man. So, he can't be that huge in the music field—in 
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my head, he couldn’t be that popular. But a lot of the choral teachers 
made a big deal about Moses Hogan.  
 
We sang ‘Keep Your Hand on the Plow,’ and he asked a few people to do 
solo. And my friends were like. ‘Alright, we'll do it, we'll audition,’ and we 
end up singing it. Again, not a big deal—in my head. It wasn't until he 
passed away. I'm not sure what year that was that he passed away. And it 
was a lot of commotion about his passing and contribution to choral music. 
And I started to read up on it, and I'm like, ‘Dang, I didn't know he was like 
that.’ So since then, I started to look at more music, especially choral 
music by black composers. 
 

 Although Moses Hogan is now considered one of the most impactful and 

prominent choral composers of the 20th century, Faith’s recollection of working with him 

raises the importance of providing culturally reflective music opportunities for young 

musicians. As mentioned in Faith’s last statement, she, along with the other 

participants, adamantly expressed the importance of purposeful decisions to provide 

cultural representation within their curriculum—music theory and history curricular items 

towards creating purposeful and meaningful performance opportunities due to their 

previous experiences—all participants have worked or are currently working in music 

educational spaces primarily made of “Black and Brown4” students. Faith is currently 

working towards expanding her curriculum to include folk music from diverse 

backgrounds of Blackness within the United States. Because of her lived experience, 

she attempts to create new meaning in music education and musical experiences that 

magnify diverse cultures and their music.  

Patrice explained how the lack of cultural representation within her K-12 music 

education experience directly impacted not only her teaching perspectives but her 

 
4 “Black and Brown” students was used colloquially throughout the study to refer to the Black and other 
racially and ethnically minoritized demographic groups.  
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personal recollections and reflections towards her participation within the music 

education system. She recalled,  

I didn't have a lot of Black teachers, so that's just the music that was there. 
I didn't know to argue like, ‘why can’t we sing something else?’ I figured 
I’m in chorus, and this [Western art music] is what we sing in chorus. But I 
just liked the way it sounded to me, for real. It was just nice. It was pretty.  
 
And once I hit the end of seventh grade into eighth grade, I realized that 
like—I was good at it, and I was a commodity. And I liked that. I like that 
feeling of, ‘Oh Trice’ is gonna sing the high A.’ It wasn't a bad thing for me 
to be like, ‘there's only one black girl in choir.’ I was cool with it. I was okay 
with that.  
 
People didn't expect that the Black girl was gonna get up and do a solo in 
this big work. You know, one of my favorite memories from high school—
we did Schubert's Magnificat. It’s one of my favorite works. And I got to do 
the trio—the soprano, tenor, and bass trio. My teacher said out loud one of 
those things that you shouldn't have said in front of students—but it was a 
good thing for me. She was like, ‘there's no way in hell we have any boys 
in here who could sing that with you,’ and she hired two professionals! 
And I was like, BOOOOM! So that was the first time I was like, ‘I do this!’, 
like, ‘I really sing this type of music, and I liked that feeling of being a 
commodity. 
 

Patrice expressed one of the more poignant Black feminist perspectives related to 

existing, performing, and teaching in White culturally dominated music spaces:  

I'm not an anomaly that came out of nowhere. And the fact that y'all think 
I'm an anomaly is a problem. There were black people way before. Where 
did y'all think I got this old music from? We've been doing this. So, let’s 
keep doing it. Let's keep doing it and let's do it better. You know, why not? 
Let us be us, and then blow them away. 

 
Conclusions 

We want equity. During the summer of 2020, America’s original sins of gun 

violence and anti-black racism rose to the surface. While Black people openly mourned 

and marched in the streets—a historical act of resistance amongst Black Americans— 

as a culture, our patience grew thin with systemic and institutionalized racism and anti-

black violence towards Black individuals. Like many of us, Ashley reflected on our own 
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positionalities at the height of the summer of 2020 and reflected on the institutionalized 

racism and lack of epistemic inclusion within the music education in her previously 

discussed Facebook post.  

While not a part of the original artifacts included in this study, when I found a 

copy of the viral letter, I immediately recognized the tone. This was not due to the fact 

that I had the wonderful opportunity to know Ashley on a unique professional level, but I 

recognized the same anger and passion expressed in her choice of words, syntax, and 

typographical expression. It was a Black woman who was fed up. In that moment of 

penning that original Facebook post, Ashley experienced a moment of epistemic 

resistance. Epistemic resistance can be understood as the use of knowledge or wisdom 

to chip away and ultimately eradicate oppressive structures (Medina, 2013). While many 

of us may colloquially refer to the summer of 2020 as a peak season of social justice 

and diversity awareness, I refer back to Ashley, who stated, “It took me a long time to 

get to this point. I think after the summer 2020, I officially turned on my F-it switch.” 

While many people around the world were finally awakened to the realities of racism 

and anti-black violence, some like Ashley were already aware and indeed turned on 

their F-it switch. Audre Lorde (2007 ) wrote,  

Racism. The belief in the inherent superiority of one race over all others 
and thereby the right to dominance, manifest, implied. Women respond to 
racism. My response to racism is anger. I have lived with anger, ignoring 
it, feeding upon it, learning to use it before it laid my visions to waste, for 
most of my life. Once I did it in silence, afraid of the weight. My fear of 
anger taught me nothing. Your fear of that anger will teach you nothing, 
also. (p.124)  
 

 Ashley, along with all other participants personally know and recognize the 

generational frustration of waiting for social justice specifically related to Black 
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individuals. This holds true to the Critical Race Theory commonly understood narrative 

that social justice is a slow and grueling process. Nina Simone reiterated,  

Me and my people just about due 
I've been there so I know 

They keep on saying ‘Go slow!’ 
But that's just the trouble 

‘Do it slow’ 
Washing the windows 

‘Do it slow’ 
Picking the cotton 

‘Do it slow’ 
You're just plain rotten 

‘Do it slow’ 
You're too damn lazy 

‘Do it slow’ 
The thinking's crazy 

‘Do it slow’ 
Where am I going 

What am I doing 
I don't know 
I don't know 

Just try to do your very best 
Stand up be counted with all the rest 

For everybody knows about Mississippi Goddam  
Nina Simone, Mississippi Goddamn 

(Simone, 1964) 
 

 Anger is valid and informative. Audre Lorde stated, “Anger is loaded with information 

and energy. Anger is an appropriate reaction to racist attitudes, as is fury when the 

actions arising from those attitudes do not change.” (Lorde, 2020, p.59-60) However, 

Ashley’s critiques are not without a call for action for White colleagues within music 

education to examine how they can educate themselves on Black cultural 

epistemologies through inclusion (Britton et al., 2015), as this—for Black women—is a 

field where we have the possibility of finding freedom and passion in teaching and our 

expression of it should not be hindered. Critical racial philosopher, novelist, and theorist 

James Baldwin (1984) stated, “I love America more than any other country in this world, 
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and, exactly for this reason, I insist on the right to criticize her perpetually” (p.9). If there 

is one thing we can understand as Americans, it is the concept of freedom and the 

disdain for the lack thereof.  

 Reiterated by all participants when asked how music educators can be more 

supportive of black girls and women, every participant emphasized the concept of 

making room for or providing inclusivity of Black feminist authenticity within music 

education. For many of us, challenging the racially coded word of “professionalism” in 

workspaces has become our personal battle, such as through hair styles, style of dress, 

or making sure our perspectives are respected within academic spaces. Additionally, all 

participants expressed the need for music education to become more inclusive by 

normalizing African American Vernacular English (AAVE) in academic music or 

performance spaces. 

One of my favorite memories during my time at the University of Florida 
was going to the weekly poetry and fiction readings hosted by the Creative 
Writing department at The Bull on Thursday nights. The MFA readings 
were my weekly excuse to put on a cute outfit, get a little too wine drunk, 
and live my Black girl hipster college life. At the conclusion of the reading 
the bar came alive. Poets were buzzing and congratulating each other and 
taking selfies. The creative writers—on the other hand—were usually 
trying to dumb away the anxiety by taking all of the congratulatory beers 
anyone would offer. In one of these circles, I was intrigued by the 
conversation related to the writings of David Foster Wallace—apparently a 
creative writing legend in the White fiction world. It was always really 
interesting to learn from the MFA students every week. 
  

 In David Foster Wallace’s essay (Foster Wallace, 2001) “Tense Present:  

Democracy, English, and the Wars over Usage” he stated, “Did you know that probing 

the steamy underbelly of US lexicography reveals ideological strife and controversy and 

intrigue and nastiness and fervor on a near-Lewinskian scale?[...] Did you know that the 

US lexicography even had a seamy underbelly (p.40)? He explained,  
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Lets’ keep in mind that language didn’t come into being because our hairy 
ancestors were sitting around the veldt with nothing better to do. 
Language was invented to serve certain very specific purposes—'That 
mushroom is poisonous’; ‘Knock those two rocks together and you can 
start a fire’; ‘This shelter is mine!’ and so on. Clearly, as linguistic 
communities evolve over time, they discover that some ways of using 
language are better than others—not better a priori, but better with respect 
to the community’s purposes (p.89-90). 
 
Thus, when I see the community of Black female music educators, I see a 

community of Black women who are proud of their language of their community—and 

we use it passionately. But, we have found that the social construction and expectations 

of professionalism dominated by White or Eurocentric standards requires us to adapt 

our means of usage and, as a result, we are fatigued. Throughout the study participants 

expressed frustrations and fatigue with the act of code-switching as it directly relates to 

their experiences within music education. Kayra Gaunt draws parallels between 

language, bodily expressions, and knowledge through kinetic orality. She explained, 

Musical blackness is a culturally transmitted set of practices, 
communications, and traditions, where embodied language and orality 
(kinetic orality) play a significant role in the social construction and 
knowledge of being African American in a sphere of culture and 
identifications that is dominated by music. ‘Though [racial/ethnic 
subjectivity] is often felt to be natural and spontaneous it remains the 
outcome of practical activity; language, gesture, bodily significations, 
desires’ (as cited in Gilroy, 1993, p.102). In other words, racial subjectivity 
is ‘the product of the social practices that supposedly derive from it’ (ibid.). 
(Gaunt, 2016, p.38).  
 

 When Black women’s speech is stifled, so is our freedom. When there are 

oppressive invisible standards of expression towards but not limited to language, hair, 

or dress, our musicality is muted. When our body and mind are disconnected, there is 

no passion through teaching. When we give Black women the space to be themselves, 

we just might be amazed .  
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CHAPTER 5 
DISCUSSIONS, CONCLUSIONS, AND IMPLICATIONS 

As we continue to learn and unlearn ways of knowing and doing, especially after 

the social reckoning of 2020, the exploration of epistemology amongst minoritized 

communities by cultural insiders can become a vital research area within music 

education’s mission for diverse representation and philosophical perspectives. The 

purpose of this narrative ethnographic study was to share Black female music 

educators’ experience-based philosophical perspectives and underscore how 

expressed moments of epistemic friction within their scholastic music education has 

impacted their current music education perspective and praxes. 

Discussion of Themes and Theoretical Lens Application 

This study was a conversation amongst four Black female music educators as 

participants and one Black female music educator as the primary investigator. Within 

each interview, the ultimate goal was to explore how participants' personal—and thus 

culturally-influenced—epistemologies informed their teaching philosophy and, as a 

result, their praxis. Due to the purposeful and overarching similarities in demographics 

related to race and gender, there were countless moments in which constructs of Black 

feminist epistemology were apparent throughout conversations and shared narratives 

amongst participants. Throughout the study, the Black feminist epistemological tenets of 

(a) lived experience, (b) dialogue, (c) caring, and (d) personal accountability. When 

examining these moments of expressed Black feminist epistemology, statements 

frequently mentioned race, racism, sexism, financial inequalities, or many other 

intersectional social constructs each participant occupied. Each participant provided 

insight into how their societal positionality has directly impacted their professional 
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teaching and their entire experience within the institution of music education. The 

following section provides conclusionary statements related to how Black feminist 

epistemological tenets and the Critical Race Theory tenets of (a) racism as normal, (b) 

race as a social construct, (c) anti-essentialism and intersectionality, (d) interest 

convergence, and the most consistent theme (e) narrative, storytelling, and counter 

storytelling informed their philosophical perspectives. At the conclusion of the study, 76 

codes were established, and 1035 code applications were applied towards all interview 

transcripts, artifacts, and autobiographical sketches. At the conclusion of data analysis, 

the following emergent themes were established: “‘Pedagogy + Energy’: A Black 

Feminist Informed Music Education Philosophy; ‘Passion through Freedom’: Black 

Feminist Expression in Music Education; and ‘Tracing Epistemic Resistance Amongst 

Black Women in Music Education’”. This section will synthesize and highlight how 

concepts of Black Feminist Thought, Critical Race Theory, and the concept of epistemic 

resistance were seen throughout participants’ stories and narratives.  

Philosophy and Praxis: BFT, CRT and Epistemic Resistance 

Throughout this study I have had the honor of hearing the lived experiences of 

four spectacular Black female music educators. While our life experiences vary, the 

consequences of progressing through the scholastic music education institution has 

resulted in similar perspectives towards our philosophy and praxis. As a result of the 

synthesized data with the help of shared epistemic perspectives and utilization of a 

Black feminist participant-observer approach, I was able to consolidate the expressed 

philosophical and observed paraxial perspectives of the four participants within this 

study. At the conclusion of the study, the following diagrams were created in order to 
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synthesize the four observed core philosophical beliefs exuded by all participants and 

the direct praxial impact of their philosophical viewpoints in the classroom.  

 

Figure 5-1 Diagram of Thematic Philosophical and Praxial Tenets 
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Figure 5-2 Diagram of “Freedom in Teaching” Thematic Praxial Model  
 

Philosophy and Praxis and the Black Feminist Ethics of Care. When exploring the 

teaching methods and perspectives of eight Black successful general education 

teachers, Gloria Ladson-Billings (1995) explained that the notion of who makes 

knowledge, specifically amongst Black female teachers, was largely influenced by the 

Black feminist epistemological understanding of the ethics of care.1 Each participant 

within the study explained that, due to the sense of personal accountability as a 

music educator, they felt responsible to provide a “well rounded” and “quality” music 

education experience and extramusical activities for their students. However, many of 

 
1 Hill Collins (2000) explains,” One of the three interrelated components of the ethic of caring is the 
emphasis placed on individual uniqueness. Rooted in a tradition of African humanism each individual is 
through tot be a unique expression of a common spirit, power, or energy inherent in all life.[…] A second 
component, concerns the appropriateness of emotions in dialogue. Emotions indicates that speaker 
believes in the validity of an argument.[…] A third component of the ethic of caring involves developing 
the capacity for empathy.[…] These components of the ethic of caring—the value placed on individual 
expressiveness, the appropriate of emotions, and the capacity for empathy—reappear in varying 
combinations throughout Black civil society. (p.262-264) 
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these curricular items, competitions, trips, or showcases were influenced by their 

ethic of care as well as their lived experience as a criterion of meaning due to their 

experience of personally witnessing a lack of culturally reflective learning materials 

during their own K-12 music education experiences. While this desire to create 

culturally reflective materials can be seen as an internal account of personal 

accountability, one direct praxial result of their dedication towards respect and 

representation was to provide students with opportunities to “see themselves” or 

have moments of ontological affirmation. Each participant reiterated that, due to their 

lived experience of being considered an “[O]ther” within the generalized category of 

“diversity” or marginalization within music education, they each exhibited a personal 

responsibility to not only showcase diversity within their programing, but to demand 

respect and cultural acceptance of Black culture and Black feminist culture from 

others as well as their students.  

The philosophical tenet of respect was seen as a vital internalized condition 

amongst themselves, an expected attitude within the classroom, and a personally 

desired attitude within the field of music education. While I do not wish to present each 

philosophical tenet in categorial order, through my observations and analysis, Black 

women uniquely present opportunities for students to grapple with sociocultural 

difference and respect for differences within the classroom. However, without respect 

remaining a central philosophical tenet (Hill Collins, 2000)—the concepts of rigor, 

preparation, and representation may not fully speak to philosophical perspectives of 

Black women in music education. 

Representation: The Ethics of Personal Accountability and Lived 
Experience as a Criterion of Meaning: Race as a Social Construct.  
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The only Black person. The only Black girl. The only Black graduate 
student in my class. The only Black girl in the choir. The only Black girl in 
my flute section. The first Black drum major. The first Black female drum 
major. The first doctor in my family.  

 
Early feminist researchers Gould (1992, 2011), Lamb (1994), and anti-racist and 

feminist researchers Hess (2019), Robinson (2017a), Batislaong & Waller-Pace (2021) 

and myself (Hines, 2020) have all theorized about how the concept of intersectionality 

aids the germane decentering of prototypical or overrepresented cultural voices within 

the field of music education. Crenshaw (1989) explained that Black women are at the 

nexus of this unique form of underrepresentation. Crenshaw explained that Black 

women’s intersectional experience and their reflections of their lived experiences 

provides a unique critique towards feminist and anti-racist ideology.  

I argue that Black women are sometimes excluded from feminist 
theory and antiracist policy discourse because both are 
predicated on a discrete set of experiences that often does not accurately 
reflect the interaction of race and gender. These problems 
of exclusion cannot be solved simply by including Black women 
within an already established analytical structure. Because the 
intersectional experience is greater than the sum of racism and sexism, 
any analysis that does not take intersectionality into account 
cannot sufficiently address the particular manner in which Black 
women are subordinated. Thus, for feminist theory and antiracist 
policy discourse to embrace the experiences and concerns of Black 
women, the entire framework that has been used as a basis for 
translating "women's experience" or "the Black experience" into concrete 
policy demands must be rethought and recast. (Crenshaw, 1989, p.140) 
 

 Due to this consistent lived experience of being ontologically aware of—and thus 

impacted by the underrepresentation throughout their institutional music education 

experience—participant sought ways to promote their own cultural backgrounds and 

those of their students within their classroom. Through these moments of personal 

expression, personal accountability, and providing restorative care for themselves 
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through their individual passion and care seen through their expressed philosophy and 

praxis, participants seemed to be simultaneously aware of the power of representation 

and actively sought to provide moments of cultural representation for their individual 

students in their classroom. Through the shared dialogue had by all participants, I was 

able to strike a figurative root, or the essence of how and why they teach. Due to their 

lived experiences (as expressed in our shared dialogue) these particular Black female 

music educations used their personal efforts—and thus sense of personal 

accountability—to provide a consistent effort of providing diverse cultural representation 

relative to their own culture and the cultures represented within their classrooms.   

Each participant expressed that, due to their lived experience of experiencing a 

lack of culturally reflective music education curricula during their K-12 music education 

experiences, each participant purposefully constructed their music education curricula 

to highlight people of diverse backgrounds, but specifically Black (of the African 

diaspora) musicians. This philosophical stance can be viewed as “a use of epistemic 

resources to undermine and change oppressive normative structures and the 

complacent cognitive-affective functioning that sustains those structure” (Medina, 2013, 

p.3)—or epistemic resistance.  

This critical undermining of traditional, normalized, and White hegemonic music 

education epistemology—such as curricular items and traditional dress, appearance, or 

performance practices—are not only moments of epistemic friction influenced by 

individuals lived experience, ethics of care, and personal accountability, but are 

simultaneously educational acts of resistance towards White musical hegemony in 

music education. By including other cultural musical epistemologies traditionally 
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excluded or underrepresented within the institution of music education these Black 

female music educators’ praxis can be seen as personally restorative, epistemically 

feminist based, and inclusive or other cultural musical backgrounds different from their 

own. 

Race as a social construct and White hegemony. Music continues to be an 

essential cultural principle and mode of individualized and artistic expressions across 

nations, cultures, and ethnicities. Because of each Black women’s lived experience and 

ethics of accountability, participants actively sought ways to cause moments of 

epistemic friction through their praxis. In Leonardo’s (2012) chapter titled, “Cultural 

Studies, Race, Representation, and Education: From the Means of Production to the 

Production of Meanness” he explains,  

It is worthwhile intellectually to debate the conceptual status of race if 
racism significantly depends on the continuation of a racialized mindset. 
This is perhaps what James Baldwin was referring to when he claimed 
that as long as White people think they are White, there is no hope for 
them. After all, it is difficult to imagine White racism without the prior 
category of race that is responsible for White perception concerning which 
groups deserve a blessed or banished life. The challenge for Whites is to 
unthink their Whiteness because race trouble arrived at the scene 
precisely at the moment when White bodies began thinking they were 
White people (p.155).  
 

The challenge for the institution of music education is to examine the ways in which 

Whiteness holds epistemological dominance within the broad perspective of scholastic 

music education. However, reiterated by me and all participants throughout the study—

the issue of White supremacy is not people of color’s issue to solve. However, our lived 

experience—our stories—of race, racism, and epistemic oppression within music 

education can provide insight for those who feel led to dismantle prescribed methods 

and constructs of epistemic dominance.  
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Intersectional musicality can be understood as the concept that musicians do not 

learn or construct music within a vacuum (Hines, 2020).Therefore inherently, as artists, 

musicians, and most importantly, as humans, we subconsciously align and assign 

ourselves with socially constructed social groups and thus socially informed epistemic 

beliefs. Thus, if the institution of music education, including institutions of higher 

education, K-12 education, professional music education organizations, and most 

importantly, individuals within the field seek to actively promote and encourage diversity 

and diverse music practices within music education, we must decenter the dominance 

of musical ideas seen or created from historical White musicians, theorists, educators, 

or historians to better accommodate the ever growing and diverse field of academic 

music education. Deejay Robinson and Karin S. Hendricks (2018) explained,  

American music education has a significant racial inequality abyss. 
Authors have previously analyzed the demographic profiles of pre-service 
music teacher candidates and have concluded that music education is 
significant over-represented by Whites and significantly underrepresented 
by Asians, Blacks, and Hispanics. (p.30) 
 

 Elpus further exposed the racial inequality within music education through a 

comprehensive analysis of the demographic profiles of pre-service music teacher Praxis 

II test scores in the United States. In a causal comparative study, Elpus analyzed 

20,521 Praxis II test scores from 2007 through 2012. Test scores were first separated 

and analyzed into two data sets of pass and fail. Then Elpus compared the results of 

the entire population of teachers in the United States as well as the population as a 

whole. Elpus found that White candidates were significantly overrepresented among 

those who passed, whereas Black, Asian, and Hispanic candidates were significantly 

more likely to fail the Praxis II test. Applying Koza’s (2002) assertion that, “Black 
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prospective music education majors face inordinate obstacles to college admission and 

that teacher licensure exams may be an additional barrier preventing those Black 

perspective music teachers who gain college admissions from entering the music 

teacher workforce” (p.5), Elpus postulated that there may be a “leaky pipeline” to music 

teacher licensure that excludes potential music teachers systematically by race and 

ethnicity” (p.30). 

 I would like to evoke my own lived experience as a criterion of meaning. At the 

conclusion of my undergraduate coursework, I was required by the state of Georgia to 

take the Georgia Assessments for the Certification of Educators (GACE) for my 

teaching licensure. The GACE consists of two tests (Music Preparation Materials: 

GACE, 2021). Test I subareas include Aural Skills and Analysis, Composition and 

Improvision, History and Repertory, and Performance Competencies for Music 

Educators. Test II included Technology, Teaching Competencies for Music Educators, 

and Professional Knowledge and Synthesis. I failed the GACE Test I twice. At the time 

all undergraduate music educator majors were required to pass both sections of the 

GACE before conferment of graduation. Luckily, I was able to graduate on time by 

passing my third and final Test I attempt one week before graduation. I believe this is 

larger than a leaky pipeline. I believe that there are culturally mismatched epistemic 

perspectives that dominate how we teach music education.  

Epistemic Friction and Resistance Implications: The Ivory Tower 

 All participants cited the collegiate music education system as a site of musical 

growth, personal development, and unique experiences of cultural awareness through 

musical experiences. Participants such as Patrice and Dr. Natasha Taylor both 

reiterated fond memories of past performance opportunities and particularly choral 
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competitions and trips while enrolled at their HBCU undergraduate institutions. 

However, the Ivory Tower, as highlighted by Ashley, was seen as not only a source of 

education but the premier source for academic instruction related to music education. 

Similar to Ashley, I conducted my own quick internet search for the understanding of the 

concept of the Ivory Tower. Meriam Webster (n.d.) defines the Ivory Tower as, “1. An 

impractical often escapist attitude marked by aloof lack of concern with our interest in 

practical matters of urgent problems. 2. A secluded place that affords the means of 

treating practical issues with impractical often escapist attitude especially: a place of 

learning.” Cordova expressed the historical epistemic friction and thus contention 

between people of color and academia. 

Thus, The University as an intuition is a key arena where ‘legitimate’ 
knowledge is established. While discourse of power may have qualities of 
constraint and repression, they are not, nor have they ever been, 
uncontested. Indeed, the process of determining what is ‘legitimate 
knowledge’ and for what purpose that knowledge should be produced is a 
political debate that rages in the University. Our presence, as working-
class people of color (especially women of color), in an institution which 
values itself on elitist criteria for admission, forces the debates and 
challenges previously sacred canons of objective truth…it is probably f or 
this reason our presence here is so complex—and so important. 
(Cordova, 1998, p.18 as cited in Delgado Bernal & Villalpando, 2016). 
 

 During the peak of the social justice uprising during 2020 many music educators, 

researchers, and advocates began troubling the concept of “Western classical notation.” 

This was largely sparked by the viral YouTube video by Adam Neely titled, “Music 

Theory and White Supremacy,” which has now reached over 1,250,000 views (Neely, 

2020). Like Neely, I question why the phrase “Western classical music notation” rolls of 

the tongue so easily as a normative transcription process if we can acknowledge that 

different cultures construct and transcribe music in various formats? I question the 
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depth of this concern due to my lived experience as criterion of knowledge, constructing 

this study, and now crossing into the Ivory Tower as a Black women in music education 

where the music theory continues to have a death grip on many institutions across the 

United States. Faith took the lead on this pondering from a cultural standpoint and 

insisted that staffing and the normalized transcription process of Western music notation 

is indeed a product of Eurocentric epistemic ideology within music education. She 

vocalized her own internal epistemic battle of being required to operate and teach from 

a structure that has caused historical epistemic friction. However, as expressed 

throughout the study, Black women have found personal solutions towards grappling 

with their own personal contestation related to music theory. Like Faith, Patrice and 

myself have found ways of ensuring that if the tool cannot be changed, then the 

methods in which we apply the application of music theory can be revised to offer 

academic achievement from a culturally reflective method.  

Discussion of Research Questions 

How has the cultural background of participants’ impacted their scholastic 

music education praxis? Black women are certainly not the majority demographic 

within the field of music education. However, we are present. Participants, including 

Patrice and Dr. Taylor, expressed moments where musical mentors pulled them aside 

and assured them that while they may not be racially represented now, with more time 

within the field they would eventually “find” the musicians and repertoire that were 

reflective of their cultural background within the Western classical music genre. 

Sentiments such as “working alone on an island” were shared. However, participants 

never reiterated any personal negative feelings relative to being underrepresented. 
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Essentially, we seek more representation but until that occurs, we will keep showing up 

for ourselves and others.  

 As Black women are not a monolith, our musical experiences are diverse. Due to 

Dr. Taylor’s music education background in instrumental music, she was able to bring a 

unique insight into the overall emergent code of creating familial relationships and 

developing communal dynamics within the classroom. Dr. Taylor’s commitment to 

creating musical experiences that encourage camaraderie and familial relationships was 

deeply aligned with her perspective of respect in the classroom especially by providing 

equitable fundraising opportunities for her students. As stated by Dr. Taylor, Money is 

definitely the great equalizer, unfortunately. 

 
 Participants exposed the felt socioeconomic inequalities amongst Black women 

in music education as testimonials related to the lack of educational funding when 

compared to their White music education colleagues. However, due to the realistic 

effects of race, gender, and socioeconomic status, participants’ explained frustrations 

ranging from obtaining financial funding for professional development workshops, the 

inequalities regarding student registration fees for events such as All-County or All-State 

Chorus, seeking complete or partial funding for educational and performance 

opportunities, and, as a result, a necessity to fundraise and obtain additional funding 

through grant writing or smaller individualized fundraising attempts speaks to the 

systematic effects of Black women providing care, preparation, and rigor in music 

education when Others who do not reap the oppressive effects of historically 

underprivileged music programs or the complexities socioeconomic status as upon race 
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and gender in music education. Faith provided a historical narrative related to the 

interrelation of race, equity, economics, and music education. Faith explained to me,  

Okay. So, I'm gonna go down a little bit of history lane. When music 
education was first a thing in school, it was predominantly White men. 
Matta'fact it wasn't predominantly White men; it was only White men. And 
eventually, the White men had to take other positions, like lawyers and 
judges. And so, then it became White women teaching largely in the field. 
And so, education and music education has now been...what's the word? 
There's a lot of White women. And so now we're starting to see some 
diversity, but one of the things that bugs me the most is—because they 
allowed it to be for White women at one point, the pay never went up. 
Because in the in the mindset during that time, ‘Why do women need to 
get paid for? That's what their husband is for.’ And because of that, it's still 
that way. That's why the public school system pay is still so low. Because 
it's highly dominated female field. 
 
Thus, through Faith’s explanation, the fight for equity is an intersectional concern 

related to race, gender, and other demographics within music education. Participants 

Ashley and Patrice have used their cultural background as the foundation of their 

philosophy. While all participants articulated aspects of anti-essentialism (movement 

away from the normalized or normally perceived narrative) and counter storytelling, this 

concept was deeply expressed by Ashley’s purposeful decision to seek out schools 

predominantly comprised of Black and Brown students and in Patrice’s perceptions 

about being a Black woman in a primarily White field. Delgado and Stefancic’ s (2016) 

chapter, “Looking Forward” provides a conceptual understanding of essentialism and 

anti-essentialism debate within Critical Race Theory. They stated, 

Do all oppressed people have something in common? This question lies at 
the heart of the essentialism/anti-essentialism debate. On one level the 
answer is obvious: of course, all oppressed people have something in 
common—their oppression. But the forms of that oppression may vary 
from group to group…When a group organizes for social change, it must 
have a clear concept of what it is fighting to achieve. Essentialism, then, 
entails a search for the proper unit or atom, of social analysis and change.  
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When we think of the term ‘essentializing’, we think of paring something 
down until the heart of the matter stands alone. Essentialism has a 
political dimension as mentioned…the goals of a ‘unified ‘group may not 
reflect exactly those of certain factions within it, yet the larger group 
benefits from their participation because of the increased numbers they 
bring. 
 
Large numbers of people motivated for social change have the power to 
alter social practice and perceptions. This is evident in the early 
achievements of women’s and the civil rights movements. Today, hardly 
anyone expressed the view publicly that ‘women shouldn’t work outside 
the home’ or ‘people of color are intellectually inferior to Whites.’ Would 
these advances in public consciousness have come about if 
underrepresented subgroups such as black women, gay men, or Latino 
and Asian American Ph.Ds., have decided to sit things out? (p.63-64) 
 

While all participants reiterated that they have taught in predominantly White, Black, and 

largely multicultural contexts, all of the participants stated a preference for teaching 

alongside other Black employees. This provided a sense of support, availability of 

mentors, and cultural familiarity.  

Throughout the study, it was evident that Patrice has been aware of her physical 

and cultural differences compared to the demographic majority within her field. Her self-

fulfillment does not solely come from a personal place of pride of being one of the only 

Black female bodies in specific Western Classical cultural music spaces but instead, her 

pride is intertwined with her ability of being a professionally trained vocalist and music 

educator who is a Black woman.  

 Pride, self-fulfillment, and autonomy were consistently expressed themes 

throughout this study. However, the root of participants’ sense of pride and self-

fulfillment came from diverse aspects of their experience within music education, 

including being a music educator. Patrice’s perspective towards the lack of musical and 

demographic representation is unique but arguably not a case of disconfirming 
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evidence. As expressed by all participants at some point in time during their music 

education experience, they were all aware of the lack of cultural reflectivity within the 

classroom. However, Patrice was able to utilize this gap to find a sense of belonging 

through her voice and, therefore, ontological affirmation despite being a minority in a 

predominantly White culturally dominated musical space. As a result of Patrice adhering 

to an anti-essentialist perspective of pushing boundaries related to race and 

representation, she often found culturally responsive ways to push boundaries related to 

concert and professional dress with her students.  

How have differing epistemic perspectives in music education impacted 

participants’ praxis? It is undeniable that each participant shared similar positions of 

passion and a sense of purpose within their profession, however, the concept of 

comparing the praxis of Black women to another fell short through the lack of 

awareness of the field of Critical Whiteness Studies. This was not an expected theme or 

finding, however, if taken from a binary spectrum—this intuitively makes sense. My 

ultimate goal has been to center the voices of Black women. However, the following 

information is related to the study of white hegemony in institutionalized spaces CWS 

can provide a unique lens for those who wish to examine the perpetuated dominance of 

White culture. Critical White Studies is an additional racial framework that investigates 

Whiteness as a social construct of race. Delgado and Stefancic (2016) wrote,  

Another area of critical investigation is the study of the white race….Now a 
new generation of scholars has put whiteness under the lens and 
examined the construction of the white race. If, as most contemporary 
thinkers believe, race is not objective or biologically significant but 
constructed by social sentiment and power struggle, how did the white 
race in America come to exist, this is, how did it come to define itself? 
…Whiteness is also normative; it sets the standard in dozens of situations. 
It may even be a kind of property interest (p.85-86) 
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Applebaum (2016) defined Critical Whiteness Studies (CWS) as, 

…a growing field of scholarship whose aim is to reveal the invisible 
structures that produce and reproduce white supremacy and privilege. 
CWS presumes a certain conception of racism that is connected to white 
supremacy. In advancing the importance of vigilance among white people, 
CWS examines the meaning of white privilege pedagogy, as well as how 
white privilege is connected to complicity in racism (p.1). 
 
The standardization of Western classical music notation has deeply impacted 

every participant’s musical journey. Two participants mentioned instances where they 

had failed a music education course such as music theory or music history throughout 

their music education experience. While all participants explicitly stated personal 

concerns and issues with the tool of Western classical music theory and notation, they 

all continue to incorporate the usage of the tool through culturally responsive musical 

applications. In conversations related to participant’s previous music education 

experiences all participants notated that due to a lack of personal interest or relatability 

to standardized Western classical music notation or Eurocentric music history courses, 

their grades suffered, and ultimately, their sense of belonging in the field suffered 

(Elpus, 2015; D. Robinson & Hendricks, 2018). As a result of the standardization of 

White epistemology within their scholastic music education experiences, Faith, Ashley, 

and myself all expressed moments of wanting to leave the profession.  

Patrice, Faith, and Ashley’s vantage point of consistently navigating a 

Eurocentric-dominated musical landscape was often accompanied by the mindset of 

embracing a new cultural sound. Bimusicality is inherently a part of Black female music 

educators’ epistemology. While seen as a valued skill amongst ethnomusicologists 

(Hood,1960), bimusicality is a necessary survival tactic for Black women in music 
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education. For Black women to exist and thrive within music education, we must know 

how to codeswitch flawlessly at the expense hegemonic normalized White cultural 

ideals that remain within the institution of music education. All participants purposefully 

implemented music representative of diverse cultures and backgrounds and applied 

culturally relevant teaching methods within their praxis to ensure cultural competency in 

the classroom. Culturally Relevant Pedagogy is a three-part pedagogical framework 

used to focus on multiple aspects of student achievement while upholding and 

encouraging student learning and growth through cultural reflective and responsive 

educational curricula (Ladson-Billings, 1995). Cultural competency can be seen within 

the classroom as methods that affirm and appreciate students’ home culture while 

developing fluency in at least one other culture (Ladson-Billings, 1995). Through their 

praxis, these Black female music educators are looking to expand their own personal 

musical knowledge and musical code-switching skills by embracing traditional Opera or 

having a Carnival Day within their school and are simultaneously allowing themselves 

and their students to be seen and represented within their classroom and across the 

broader music education environment.  

 In what ways do social and cultural constructs impact participants' 

epistemological understanding of music teaching and learning? Although 

participants noted moments of epistemic friction and differences, the Black women 

within this study adamantly sought ways to incorporate and primarily perform music by 

composers and musicians who can be a source of representation for their students, with 

the inclusion of Western classical music. Faith explained that she felt that it was her 

educational purpose to continuously find ways to offer in-depth cultural representation 
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for her students. This educational act of resistance and continuous effort toward seeking 

representation—particularly along the lines of ethnicity—allowed for moments of care 

and ontological affirmation for students. While Faith currently teaches in a 

predominately Black and Latinx school demographic, her expansive approach towards 

incorporating musical styles and genres of the Black diaspora has allowed for her to 

share her mother tongue music of hymn lining (found in the Southern Gospel tradition) 

and for her students to share their musical mother tongue—sometimes directly from 

their mothers. 

Participants such as Ashley and Dr. Taylor both reiterated that, as music 

educators, they continue to purposefully implement conversations and educational 

lessons regarding social justice and diversity. However, Dr. Taylor’s perspective around 

exposure to diversity comes with socioeconomic barriers. Dr. Taylor, Patrice, and 

Ashley expanded upon the typical difficulties of securing funding for large performance 

ensemble trips. However, Dr. Taylor explored elements of intersectionality and privilege 

within public K-12 music education programs. While social constructs within this project 

have become synonymous with race, ethnicity, and gender: socioeconomic status as a 

social construct profoundly impacts the quality of music education programming and 

students' ability to participate in musical activities. As a result, Dr. Taylor has made it a 

part of her music education philosophy to fight for equitable music education for all 

students who desire a music education. Regardless of students' socioeconomic 

background, she mandates that all students fundraise towards collective classroom 

funds irrespective of their personal economic needs. As seen in the results, she later 

realized that students’ camaraderie amongst their peers and their classroom dynamics 
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have only increased due to her personal philosophy of fighting and personally 

deconstructing and eliminating social constructs of socioeconomic status within her 

classroom.  

Study Conclusions and Implications  

When talking amongst these four passionate and dedicated Black female music 

educators, I cannot reiterate enough how much I found elements of my Black 

womanhood, identity, experience, and expression patterns amongst the participants. 

Although I attempted, it is near impossible to highlight the laughter, moments of 

vulnerability, empathy, shared frustration, and understanding experienced between the 

participants and me. While I was prepared for the undertaking of this project, I was not 

ready for the sense of responsibility I felt when attempting to depict the livelihoods and 

spirit of each participant. I remained in awe of the talent and knowledge these educators 

possessed, along with their drive and dedication to the field of music education. Audre 

Lorde (2007) stated,  

For women the need and desire to nurture each other is not pathological 
but redemptive, and it is within that knowledge that our real power is 
rediscovered. It is this real connection which is so feared by a patriarchal 
world. Only within a patriarchal structure is maternity the only social 
problem open to women. 

 
Interdependency between women is the way to freedom which allows the I 
to be, not in order to be used, but in order to be creative. This is a 
difference between the passive be and the active being.  
 
Advocating the mere tolerance of difference between women is the 
grossest reformism. It is a total denial of the creative functions of 
difference in our lives. Difference must be not merely tolerated but seen as 
a fund of necessary polarities between which our creativity can spark like 
a dialect. Only then does the necessity for interdependency become 
unthreatening. Only within that interdependency of different strengths, 
acknowledge and equal, can the power to seek new ways of being in the 
world generate, as well as courage the sustenance to act where there are 
no charters (p.111). 
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 My goal for this project was simple—talk to other Black women in our field and 

explore how and why they teach as a way of incorporating their voices within the music 

education philosophical cannon. As discussed with every participant, it may be hard to 

find each other individually as music educators often work independently and oftentimes 

in isolation. However, for Black women within the field, working in isolation is not an 

unfamiliar concept. From gender to race and ethnicity, it is not uncommon for Black 

women to know the feeling of being “the only” in our profession. Despite representation 

or lack thereof, I found that these Black women either used their individualism as a 

steppingstone into the world of Western classical art music or as inspiration for others in 

the classroom. 

 Since the beginning of the Tanglewood Symposium, music education scholars 

have expressed the need for more diverse perspectives within music education (Britton 

et al., 2015). Thus, I encourage the field to look at who is present? Who is not present? 

Whose voices are heard? Whose are missing? Through this study I implore the field of 

music education, music teacher educators, researchers, and practitioners to return to 

the early feminist music education researchers (Gould, 1992, 2011; Lamb, 1994; 

Robinson, 2017b) and grapple with the ways in which music education can benefit from 

feminist philosophy within music education.  

 The purpose of this project was to focus on the epistemology and philosophies of 

Black women. Yet, when Black individuals are in primarily White cultural spaces, the 

need for White studies becomes more apparent. Thus, the need for a paradigm shift. 

We cannot expect the field to honor diverse voices, music, perspectives without offering 
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diverse voices an opportunity to speak. With that comes the recognition that while 

everyone communicates differently, they indeed have a voice.  

 More research is needed to answer complex questions around cultural and 

ethnic representation within the K-12 music education curriculum. Implications for future 

research include utilizing the understandings of Critical Whiteness Studies to provide a 

more in-depth analysis of how Whiteness as property within the field epistemically and 

ontologically impacts students of color. What are the perspectives of cultural 

representation amongst current K-12 music students of color? Lastly, due to the 

expressed mix of popular Black music genres and Western classical music, how can 

music educators and scholars incorporate the two musical genres within the classroom 

and what would be the cultural and personal impact on students and teachers?  
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A Black Feminist Statement of Institutional Reckoning: From the Mouth of a Black 
Woman 

Timelier than ever I raise the question reiterated by the recognized father of 

Critical Race Theory (CRT), Derrick A. Bell (2016) in his book, “Who’s Afraid of Critical 

Race Theory?” (p.31). When attempting to write about the summer of 2020 in the 

summer of 2021—it is still very difficult. Not only due to the continuous triggering and 

traumatic events such as the murder of George Floyd, the sexual assault and homicide 

of 19-year-old Black Lives Matter Activist Oluwatoyin "Toyin" Salau, the emergence of 

the details related to the murder of 23 year old Elijah McClain, Rayshard Brooks who fell 

asleep in his car in a McDonald’s drive through and was murdered by the Atlanta Police 

department, and Breonna Taylor—murdered in her sleep, but because I know that this 

problem is larger than a few bad apples in a barrel.  

Southern trees, baring strange fruit.  
Blood on the leaves and blood at the roots.  

Black bodies swinging in the southern breeze.  
Strange fruit hanging from the poplar trees. 

Nina Simone, Strange Fruit 
(Simone, 1964)  

  
Who is afraid of Critical Race Theory? At this point, I do not care who is afraid of Critical 

Race Theory. I care about who is living. Who is learning? And what can we do as a 

society to protect the souls and livelihoods of those who have historically had to live in 

fear or outside of the idealized conceptualization of who deserve liberty and justice for 

all in this country. As a music educator and now professor it feels unsavory to position 

anti-Black violence and murder within the same subject as music education. However, 

institutionalized racism is exactly that—institutionalized. The need for martyrs is 

unnecessary. The condemnation of the one bad apple is no longer enough. As a 

country we will continue to bear strange fruit if we do not deal with our blood at the root.  
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The way forward: 

When I do not have the words, I rely on the wisdom and lived experiences of Black 

women to reiterate the depths and essence of my unspoken truth. The Combahee River 

Collective (1977) stated,  

We believe that the most profound and potentially most radical politics 
come directly out of our own identity, as opposed to working to end 
somebody else's oppression. In the case of Black women this is a 
particularly repugnant, dangerous, threatening, and therefore revolutionary 
concept because it is obvious from looking at all the political movements 
that have preceded us that anyone is more worthy of liberation than 
ourselves. We reject pedestals, queenhood, and walking ten paces 
behind. To be recognized as human, levelly human, is enough (p.4). 

 
To see individuals as human is enough. To move beyond socially 

constructed idealizations of the human existence as a means of categorization 

and determinants of the quality of one’s life and opportunities is the way forward. 

The fight for social justice and equity within American institutions (government, 

criminal justice, housing, education, health care, entertainment, etc.) is not 

without philosophy and not without praxis—or thinking and action. The 

eradication of oppressive structures of race and gender oppression lies within the 

stories of Black womxn. 

Audre Lorde (1984) explained that, 
 

…the master’s tools will never dismantle the master’s house…In our 
world, divide and conquer must become define and empower.  
 
In academic feminist circles, the answer to these questions is often, ‘We 
did not know who to ask’. But that is the same evasion of responsibility, 
the same cop-out that keeps Black women’s art out of women’s 
exhibitions, Black women’s work out of most feminist publications except 
for the occasional ‘Special Third World Women’s Issue,’ and Black 
women’s texts off your reading lists. But as Adrienne Rich pointed out in a 
recent talk, [W]hite feminists have educated themselves about such an 
enormous amount over the past ten years, how come you haven’t also 
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educated yourselves about Black women and the differences between 
us—[W]hite and Black—when it is key to our survival as a movement? 
(p.112-113) 

 
 Throughout this study, four Black women who are mothers, daughters, 

wives, friends, aunties, musicians, teachers, other mothers, researchers, doctors, 

practitioners, and social justice advocates have shared their stories, their advice, 

and their frustrations. But, most profoundly they have shared their accounts and 

of experiencing passion by way of freedom. Thus, I conclude that not everything 

in music education is bad for we—Black women—certainly would not continue to 

thrive in this space if it were. However, we still have roots to dig up and we have 

stories to tell. Everything ain’t peachy keen. But there is something profoundly 

wonderful about the field of music education. As an institutionalized field of study, 

we have shown that we have the humanist capacity to listen, reflect, and react in 

ways that honor the cultural contributions of diverse cultures within the field 

(Britton et al., 2015; Mark, 2015). However, the utilization of feminist pedagogies, 

theory, and literature within the field of music education can continue to 

supplement music education’s historical action and reaction to social injustice.  

This project was intentionally created to do the work—to create a space for Black 
women’s voices to be heard and synthesized with the direct purpose of providing future 
Black female music educators tangible evidence of their possible lived experiences. 
However, this was not a project created to provide a solution, answer, or magic pill for 
the concerns of systematic racism. Systematic racism is a product of society and a 
burden that We bear, but it is not the responsibility of people of color—specifically Black 
women to fix. Audre Lorde inquired, “What does it mean when the tools of a racist 
patriarchy are used to examine the fruits of the same patriarchy. It means that only the 
most narrow perimeters of change are possible and allowable.” (p.111). What is 
allowable in the field of music education? What is possible—and for whom? That is the 
question.  
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APPENDIX A 

INFORMED CONSENT 

 

 

RESEARCH PARTICIPANT INFORMED CONSENT FORM 
 

Please read this document carefully before you decide to participate in this research 
study. Your participation is voluntary, and you can decline to participate or 
withdraw consent at any time, with no consequences. 
 

Study Title: 
An Ethnographic Study of Epistemic Resistance Amongst Black Women in Music 
Education 
 

Person(s) conducting the research: 
 

Jasmine Hines- Primary Investigator 
Department: School of Music, College of the Arts, 
University of Florida Contact Information: 
Email: HinesJa@Ufl.edu 
Phone Number: (404) 908-7557 

 
Dr. Barry Hartz- Supervisor 
Assistant Professor of Music Education, College of the Arts, 
University of Florida Email: bhartz@arts.ufl.edu 
Phone Number: (216) 509-9331 

 
Purpose of the research study: 
 

The purpose of this study is to provide an ethnographic summary of how Black 
women currently working in academic choral and general music education teach 
and think about music education. This study will also examine how Black 
women's positionality—of being Black and a Woman— within society has 
impacted their music education experiences. 

 
What you will be asked to do in the study: 

You will be asked to submit a written music education autobiographical sketch, 
complete three video recorded 45-60 minute interviews, provide artifacts that 
have supported, supplemented, or have served as inspiration throughout your 
music education experience, (such as inspirational songs, poems, movies, etc.) 
and one recorded teaching demonstration. 
Additional Information: 

mailto:HinesJa@Ufl.edu
mailto:bhartz@arts.ufl.edu
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Autobiographical Sketch:  
 

Please provide a music education autobiographical sketch that details your 
academic music education experience and your cultural music education 
experiences. This sketch can include music education experiences such as music 
ensembles, memorable solo performances, impactful scholastic or cultural music 
education experiences, and current music education experiences. 

 
Interview One: 
 

During the first interview, "Interview One: Focused Life History," you will be 
asked to answer follow-up questions related to your autobiographical sketch. All 
questions will be emailed to each participant at least one week before each 
interview to ensure comfortability with potential topics. This method of providing 
interview questions one week before each interview will also be used for 
Interview Two and Interview Three. 

 
Interview Two: 
 

During the second interview, titled "The Details of the Lived Experience," you 
will be asked to answer questions related to your music education experience, 
your personal and cultural relationship with music, and how this has impacted 
your teaching praxis. 

 
Artifacts and Teaching Demonstration: After the second interview, you will 
be asked to share a minimum of three artifacts and one recorded teaching 
demonstration that you feel best supports and embodies your teaching 
practice. 

 
Artifacts can be but are not limited to video recordings of performances 
during your time as a student or teacher, concert programs, poetry, 
literature, awards, photographs, etc. 

 
Teaching Demonstrations should be primarily focused on your teaching as 
opposed to student performances. Teaching demonstrations will be used to 
understand the learning and cultural ethos of the teacher. 

 
Interview Three: 
 

In the final interview titled "Reflection on the Meaning," you will be asked 
to answer follow-up questions related to the presented artifacts, teaching 
demonstration, and previous interview conversations. 
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All interviews will be recorded through Zoom, downloaded, and saved for data 
collection, transcribed, synthesized, and analyzed. All recordings will be stored 
on a password protected computer and destroyed after three years. 

 
Time required: 
 

Participation in this study will not exceed three months. The PI and individual 
participants will collectively work to organize a suitable interview schedule. Each 
interview will be scheduled with a minimum of one week in between each 
interview. 

 
Risks and benefits: 
 

This study does not anticipate any risk other than possible discomfort from 
thinking about sharing experiences directly related to participant's past 
experiences with gender, sexism, race, racism, or other forms of 
discrimination. 

 
There are no potential direct benefits for participants participating in this study 
  

Confidentiality: 
 

Your identity will be kept confidential to the extent provided by law. Your 
information will be assigned a pseudonym. The list connecting your name to 
this pseudonym will be held on an encrypted hard drive. Answers from the 
three-part interview will be matched and analyzed as a means of synthesizing 
data. Data recorded from the interviews and the linkage of pseudonyms will be 
stored on an encrypted hard drive and destroyed after transcription and 
analysis. Direct quotes may be used; however, I will strive to avoid including 
any information that could directly identify them or their school in these reports 
by the use of pseudonyms. 
 

Your name or personal information will not be identified on the photograph(s), 
video, or audio recordings, and confidentiality will be strictly maintained. 
However, when these photograph(s), video, and/ or audio recordings are shown 
or heard, others may be able to identify you. For privacy and confidentiality all 
interview audio recordings will be transcribed and then destroyed once the 
transcription process is complete. 

 
The Principal Investigator (PI) of this study, Jasmine Hines, will keep the 
photograph(s), video and audio in a folder on a password-protected computer 
server drive or as an encrypted electronic file. These photograph(s), video, and 
audio recordings will be shown under direction to students, researchers, 
doctors, or other professionals and persons. 
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Compensation: 

Participants will not be compensated for voluntary participation in this study. 
 
Source(s) of funding for the research: 

 
Public or private agencies will not fund this study. 

May the researcher(s) benefit from the research? 

The researcher may benefit professionally from the study results if presented in 
scientific journals, meetings, or conferences. 

 
Withdrawal from the study: 
 

A participant can leave the research study at any time. When withdrawing from the 
study, the participant should let the research team know that he/she wishes to 
withdraw from the study. A participant may provide the research team with the 
reason(s) for leaving the study but is not required to provide their reason. 
You are free to withdraw your consent and to stop participating in this study at 
any time without consequence. Participants are free to decline from answering 
any interview question.  
 
If you wish to discuss the information above or any discomforts you may 
experience, please ask questions now or contact one of the research team 
members listed at the top of this form. 

 
If you have any questions regarding your rights as a research subject, please 
contact the Institutional Review Board (IRB02) office (University of Florida; PO 
Box 100173; Gainesville, FL 32610; (352) 392-0433 or irb2@ufl.edu.) 

 
Agreement: 

In agreement of voluntary participation for this study please sign the Informed 
Consent Form and the Consent to be Photographed, Video and/or Audio 
Recorded document utilizing an electronic signature or please print, sign, scan, 
and send to HinesJa@Ufl.edu 

 
 

 

 

 

mailto:HinesJa@Ufl.edu
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I have read the procedure described above. I voluntarily agree to participate in 

the procedure, and I have received a copy of this description. 

  _  

Participant Name 

 
  _    _  
Participant Signature  
 Date 

 
 

  _  
Name of Person obtaining informed consent 

 
 
 

Signature of Person obtaining informed consent Date 
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This study does not anticipate any risk other than possible discomfort from thinking 
about sharing experiences directly related to participant's past experiences with 
gender, sexism, race, racism, or other forms of discrimination. 

 
There are no potential direct benefits for participants participating in this study 
 
Confidentiality: 

 
Your identity will be kept confidential to the extent provided by law. Your information 
will be assigned a pseudonym. The list connecting your name to this pseudonym will 
be held on an encrypted hard drive. Answers from the three-part interview will be 
matched and analyzed as a means of synthesizing data. Data recorded from the 
interviews and the linkage of pseudonyms will be stored on an encrypted hard drive 
and destroyed after transcription and analysis. Direct quotes may be used; however, I 
will strive to avoid including any information that could directly identify them or their 
school in these reports by the use of pseudonyms. 
Your name or personal information will not be identified on the photograph(s), video, or 
audio recordings, and confidentiality will be strictly maintained. However, when these 
photograph(s), video, and/ or audio recordings are shown or heard, others may be able 
to identify you. For privacy and confidentiality all interview audio recordings will be 
transcribed and then destroyed once the transcription process is complete. 
 
The Principal Investigator (PI) of this study, Jasmine Hines, will keep the 
photograph(s), video, and audio in a folder on a password-protected computer server 
drive or as an encrypted electronic file. These photograph(s), video, and audio 
recordings will be shown under direction to students, researchers, doctors, or other 
professionals and persons. 
 
Compensation: 
Participants will not be compensated for voluntary participation in this study. 
 
Source(s) of funding for the research: 

Public or private agencies will not fund this study. 
 
May the researcher(s) benefit from the research? 

The researcher may benefit professionally from the study results if presented in scientific 
journals, meetings, or conferences. 
 
Withdrawal from the study: 
A participant can leave the research study at any time. When withdrawing from the study, 
the participant should let the research team know that he/she wishes to withdraw from 
the study. A participant may provide the research team with the reason(s) for leaving 
the study but is not required to provide their reason. You are free to withdraw your 
consent and to stop participating in this study at any time without     consequence. 
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Participants are free to decline from answering any interview questions If you wish to 
discuss the information above or any discomforts you may experience, please ask 
questions now or contact one of the research team members listed at the top of this form. 

 
If you have any questions regarding your rights as a research subject, please contact the 
Institutional Review Board (IRB02) office (University of Florida; PO Box 100173; 
Gainesville, FL 32610; (352) 392-0433 or irb2@ufl.edu.) 
 
  Agreement: 

In agreement of voluntary participation for this study please sign the Informed Consent 
Form and the   Consent to be Photographed, Video and/or Audio Recorded document 
utilizing an electronic signature or please print, sign, scan, and send to 
HinesJa@Ufl.edu 

 
I have read the procedure described above. I voluntarily agree to participate in the 

procedure, and I have      received a copy of this description. 

  _  

Participant Name 

 
  _    _ 
 Participant Signature  Date 

 
 

  _ 
 Name of Person obtaining informed consent 

 
 
 

Signature of Person obtaining informed consent Date 

mailto:irb2@ufl.edu
mailto:HinesJa@Ufl.edu
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APPENDIX B 

AUTOBIOGRAPHICAL SKETCH AND INTERVIEW QUESTIONS 

Please provide a music education autobiographical sketch that details your scholastic 
music education experience as well as your cultural music education experiences. This 
sketch can include music education experiences such as music ensembles, memorable 
solo performances, impactful scholastic or cultural music education experiences, and 
any current music education experiences. 
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Interview One: Focused Life History 

(no written answers necessary) 

1. How would you describe your culture? What are some of the current and historical 

musical genres that you would ascribe to your culture?  

a. Who introduced you to these musical genres? 

2. Were these music genres represented within your scholastic music education K-18+ 

experience? If so can you recall these examples, and explain any memory of learning or 

performing these songs? 

3. Who were your music education influences? Have they impacted your perspective 

towards music education, If so, how? 

4. How would you describe your current music education philosophy? 
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Interview Two: The Details of the Lived Experience 
Artifacts 
Participants are asked to provide artifacts such as: 

• lesson plans,  
• photographs 
• awards 
• past musical programs 
• video recordings of past musical experiences 
• music 
• movies 
• TV show 
• musicals 

or other influential media that have made an impact on your overall musical experience, 
music education experience, and/or teaching approach.  

THIS DOCUMENT WILL BE SUBMITTED TO IRB AS REVISED INTERVIEW 
 QUESTIONS 

Interview Two: The Details of the Lived Experience 
1. Do you incorporate your cultural music within the classroom? Do you incorporate 

non-White or Eurocentric music within the classroom? Can you share examples and 
process from start to finish? 

2. Has being Black, being a woman, and being a Black woman allowed you to have 
unique experiences in music education? If so, would you care to explain?  

3. Can you describe any musical experiences or ensembles in which you felt seen as 
an individual and culturally respected as Black woman? 

4. Can you explain the story and meaning behind your artifacts? 

______________________________________________________________________ 
 
Originally submitted IRB questions:  
Interview Two: The Details of the Lived Experience 
• How has your cultural and personal relationship to music impacted your music 

teaching? 

• Has your race, gender, or the intersection of both and other identities allowed you 
to have unique experiences in music and music education? If so, would you care to 
explain? 

• Can you describe any musical experiences or ensembles in which you felt 
represented as a Black woman? 

• Can you explain the story and meaning behind your artifacts? 

Interview Three: Reflection on the Meaning 
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1. In what ways can music education be more supportive of Black girls and women in 

the field? 

2. When reflecting on your own music education experiences, what does be a Black 

female music educator mean to you? 

3. What have your musical experiences taught you? 

4. What advice would you give to the next generation of young Black female music 

educators?  
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